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Discourse Analysis: 


Analysis of Lebanese Songs Depicting War Effects 


Maryse Karam 


ABSTRACT 


Songs communicate. Whether used in a story telling setting or as part of an 
artistic exhibition, songs describe cultural patterns and speak of yearnings and 
realities, both bitter and sweet. This study uses songs as an interdisciplinary research 
tool within a sociolinguistics framework. It aims to understand the impact of social 
and cultural changes on the Lebanese population’s civic engagement attitudes. Three 
research questions were brought forth: How are war effects depicted in Lebanese 
songs? Has the Lebanese population’s perception of war evolved in the last fifty 


years? How is this perception seen from a civic engagement perspective? 


A list of Lebanese-dialect songs dealing with war and war effects was 
collected. Three instruments were used. First, inductive content analysis of song 
lyrics provided thematic categories whose evolution was studied by decades, starting 
with the 1960’s. Second, an online survey was conducted; it involved 60 adult 
Lebanese citizens whose responses included war song memory links, national 
attachment stances and musical preferences. Third, one on one interviews were 
conducted with four out of the 16 musicians whose songs were included in the song 


list. It was found that songs echo suffering and frustration as they are frequently 
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linked to memories, both happy and hurtful; they enflame feelings of national 
identification; they are also powerful tools for change through giving hope, calling 
for initiatives and even suggesting practical solutions to overcoming war effects and 
preventing further conflict. A radical shift in attitude from a nationalistic attachment 
in the 1960’s to a sarcastic expression of helplessness took place, though it is not the 
general case. While some discontent with the status quo caused by a discrepancy 
between civic expectations and the reality remains to be the main attitude, most 


contemporary songs end with hope. 


The study has three direct implications. First, songs can be valuable social 
science research tools. Second, though singing about one’s country generally 
nurtures a positive sense of belonging, it is not enough; it is important for teachers to 
educate for civic engagement, democracy and citizenship, and for schools to consider 
this a top priority soft skill. Third, songs are closely linked to hope; they thus reveal 
opportunities for education initiatives on teaching how to deal with grief. This 1s 
especially useful in geographical contexts where growing conflicts breed a growing 
need for civic peace initiatives. The adopted interdisciplinary approach also opens up 
new research perspectives and provides valuable ground for future applications in the 


world of education, be it civic, linguistic or musical. 


Keywords: Songs, Lebanon, Lebanese Songs, Civic Attitude, 
Interdisciplinary, Inductive Content Analysis, War Effects, War, Civic Engagement, 


Democracy, Citizenship. 
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CHAPTER ONE 


Introduction 


1.1. Introduction 


Lebanon has faced many changes during the last fifty years, on multiple 
levels. While it 1s tricky to delve into the causes of these changes, it 1s interesting to 
research the evolution of the Lebanese population’s civic attitudes and perceptions. 
Having a personal musical background and an academic penchant for 
ethnomusicology, I find it very interesting to study cultures from an interdisciplinary 
perspective. The latter has led to the realization that, as untraditional as that sounds, 
songs could constitute an interesting academic study material. The main reason for 
this is that one makes a statement about what one agrees with when one chooses 


what to listen to. 


1.2. The Purpose of the study 


Through the present research, I aim to understand the Lebanese population’s 
perception of war through its choice of songs. Using songs as a research tool from a 
sociolinguistics perspective, I will delve into an interdisciplinary approach to 
understand social and cultural changes with relation to war effects and its impact on 
the Lebanese population’s attitude. Through this, more light will be shed onto the 
evolution of civic engagement within the given Lebanese cultural context while 
regarding songs as indicators of the changed perspective. The sociolinguistics of 
songs would thus provide resources to study the evolution of the discourse in relation 


to war. 


The research context is complex. Internally, the Lebanese population faces 
political stagnation due to a self-elected non-funcational parliament, as well as 
financial inflation. In terms of population density, cities are overcrowded and heavy 
traffic 1s the norm at all times of the day. Regionally, the Syrian conflict spilled over 
the border and brought Human Rights groups face to face with humanitarian and 
social crises. In the education world, civic education is linked to rote learning. In 
general, a sense of apathy seems to tone down civic involvement. The idea for 
conducting this study was born precisely in this complex context. The reasoning was 
this: songs have both a meaning and an impact — a source and a direction— so why 
not attempt to understand what these songs meant in the past and how that can be an 


asset for the future. 


1.3. Research questions 


This has given rise to the following research questions: 


- How are war effects depicted in Lebanese songs? 
- Has the Lebanese population’s perception of war evolved in the last fifty 
years? 


- __ How:is this perception seen from a civic engagement perspective? 


The thesis consists of 6 chapters. Chapter 1 introduces the topic and spells out 
the research questions. Chapter 2 is a review of the literature dealing with the place 
of songs in world cultures, the messages that are delivered through them, the 
Lebanese context in the last century, as well as a review of past studies suggesting 
practical research instruments. Chapter 3 explicitly lists the details of the selected 


instruments as well as other selection criteria and research issues. Chapter 4 exhibits 


2 


the results and findings per research instrument. Chapter 5 discusses these findings 
and brings together answers to the research questions, while chapter 6 concludes with 


hmitations, implications and suggestions for future research. 


1.4. Conclusion 


One of the main considerations while pursuing this topic 1s authenticity. The 
scope of the study has been limited to the Lebanese-dialect songs. Being a born and 
bred Lebanese is an obvious plus, but it adds a certain ambiguity. Therefore, research 
procedures primarily target the alignment of song analysis to songwriters” initial 


intentions and audience reception. 


In his Lord of the Rings’ Trilogy, Tolkien (1967) also mentions war, song 
lyrics and personal choices. Through his character’s faltering voice, he speaks of the 
universal communicative function of songs and of the fact that it 1s intricately woven 


into the fabric of every culture. 


The voice of Legolas faltered, and the song ceased. ‘T cannot sing any more,’ 
he said. ‘That is but a part, for I have forgotten much. It is long and sad, for 
it tells how sorrow came upon Lothlérien, Lôrien of the Blossom, when the 


Dwarves awakened evil in the mountains’. 


‘But the dwarves did not make the evil’, said Gimli. 


‘T said not so; yet evil came, ’ answered Legolas sadly. 


(p.443) 


The coming chapter reviews the literature. 
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CHAPTER TWO 


Literature Review 


2.1. Introduction: Arts and songs in human culture 


Arts in general are very important in human cultures. Many anthropological 
references agree that one of the first characteristics of humans as opposed to animals 
is the incorporation of art in daily life (Kïllin, 2013; Davies, 2012; Morris-Kay, 
2010; Wallin, Merker & Brown, 2000). Whether in the form of cave paintings or 
musical instruments made of bones, art is not only at the center of human culture, it 


is what defines it. 


Songs offer a valuable insight into the cultural realm. Whether used in a story 
telling setting or as part of an artistic manifestation, they describe cultural patterns 
and social norms, thus communicating behavior expectations in an influential 
manner. Because singing is both music and language combined, it “benefits from a 
superior means of information transmission [...] that cannot be found in 
compositional language alone” (Mithen, 2006, p. 273-274). The communicative 
aspect of songs, according to Carless and Douglas (2011), has a major influence on 
people’s lives. While focusing on the music and grasping the meaning of song lyrics 
may not always go hand in hand (p. 450), songs bring about a way to “experience 
rather than merely receive” information (p. 448). By setting scenes, telling stories 
and engaging listeners, this experience leads to personal reflection (p. 452). The 
results of Carless’ and Douglas’ study are grouped in five interrelated themes (p. 


450). Songs are said to: 


- increase audience engagement, interest and attention; 

- induce emotional responses including empathy and engagement, as 
opposed to merely cognitive or rational responses; 

- lead to physical responses (dance, beat) related to listener’s visual 
imagination; 

- encourage personal reflection by giving meaning to individual 
experiences; 


- depend on individual tastes, preferences or expectations. 


While art, dance, drama, literature and music can be efficient vehicles to 
communicate meaning and content (Roy, 2010, p. 87), the social role of music goes 
beyond simply conveying messages. It transforms them in a unique way into a 
‘“feeling-thinking amalgam” (Wai-Tong, 2008, p. 100). As Borthwick and Moy 
suggest, studying the interrelationship between the text and the context of musical 
discourses “tells us far more about music and its importance to the societies in which 
it is situated than a purely musicological approach” (2004, p.2). Context is a key term 
in this endeavor. In the words of ethnomusicologist Alan Merriam: “All people, in no 
matter what culture, must be able to place their music firmly in the context of the 
totality of their beliefs, experiences, and activities, for without such ties, music 
cannot exit” (1967, p.3). Studies have already highlighted the importance of context 
by taking into consideration the rapidly evolving technological advances and their 


impact on popular music reception (Lockard, 1996). 


Extensive research has been previously carried out to study the effects of 
singing On a given audience, in all stages of life. Music therapy studies abound in this 


regard; infants listening to their mothers’ singing (Filippa, Devouche, Arioni, 


Imberty & Gratier, 2013), elderly women with lowered dysphagia risks (Yun & Lee, 
2012), nurses singing for their elderly patients (Skingley & Vella-Burrows, 2010), 
and doctors treating neurological conditions in general, as well as speech deficits 


(Wan, Ruber, Hohmann & Schlaug, 2010). 


Grief is also on the list, though not always war-related. Roberts and McFerran 
(2013) have adopted a descriptive approach to studying songs as part of a therapy 
program to express and deal with grief. Gathering data within a fieldwork setting, 
they analyze song lyrics and seek answers to 2 research questions; the first related to 
the categories and themes that would emerge from lyrics (using inductive analysis 
techniques) and the second to the prevalence of these emerging categories — or 
ranking order/percentage breakdown of these categories — in general and for each 
participant (using deductive analysis techniques). The results of their analysis are 
then put in numbers. Although the study takes for granted the efficiency of music 
therapy instead of justifying it, and is not consistent neither in terms of gender 
representation (12 girls and 1 boy) nor in location (12 from Melbourne and 1 from 
Victoria, Australia), it offers a fair case for using songs as a “creative” opportunity 


for expression (p. 49). 


2.2. World examples for conveying meaning through songs 


Most human cultures use songs as an important form of expression. Not only 
are they adopted by individuals and projected as individual experiences, they also 
represent ‘public memory’, 1.e. a civilization’s culture, what is or is not worth 
transmitting. It is tightly linked to the transmission of communal memories that both 


reflect the cultural perspective and shape it at the same time (Filene, 2000, p. 5). The 


intergenerational transmission of culture is therefore an important requisite for 


cultural survival. 


Communicated themes might include cultural identity, social bonding, 
religious manifestations, business, supermarket studies, medical therapeutic studies, 
as well as sports and crowd effect (Carless & Douglas, 2011, p. 442). Gender issues 
seem to be a particularly weighty theme (Dukes, Bisel, Borega, Lobato & Owens, 


2003; Hawkins, 2007; Makina, 2013). 


Though certain themes might occasionally overlap, I have summarized the 
reviewed literature in three categories divided according to three themes: Social 


activities, identity, and protest. 


2.2.1. Social activities 


Sociological studies, in general, thrive in cultures that emphasize community 
life. Understandably, such community-based cultures share behavior patterns which 
are expressed through songs. The songs of certain African cultures, for example, 
communicate moral and ethical values and serve as a medium for both the conscious 
and unconscious dissemination of cultural heritage (Mulaudzi, 2013). In some cases, 
songs even describe expected conflicts and issues of power relations within social 


institutions (Nhelkisana & Oabona, 2007). 


Songs are practically used as channels of cultural transmission. They are 
almost always related to themes that communicate social values and culturally 
acceptable approaches. In other words, understanding songs is related to 


understanding the cultural concepts or settings in which they are performed. They are 


generally used as narratives; a creative form of story-telling, purposefully 


constructed to be memorized by multiple generations over time. 


Mulaudzi (2013) offers valuable insight into the evolution of perceptions, 
which 1s the emphasis of my own research. Studying indigenous wedding songs in 
modern times, he relates them to the evolution of cultural constructs and changes in 
practice. He presents an interesting definition of indigenous music, characterized by 
songs and dances “relevant to individual ethnic tribes” but also modern music 
“AfroPop wedding songs” written in 1994, 2001 and 2007 (p. 43). Most selected 
modern wedding songs (mostly written in 2007) offer a cultural view that does not 
shift away from the traditional culturally accepted approach, though this is not 
applicable to all issues. Common themes in African marriage songs, such as cattle, 
dowry, and family or tribe, are used to both encourage and scorn cultural and social 
practices. In certain cases, the aim 1s to produce a cultural shock by going against 
traditional expectations. Therefore, songs are also a tool for expressing a desire for 
social change. Although societies face many such cultural and social changes, 
Mulaudzi concludes that songs confer little of these changes in an attempt to 


maintain identity (p. 50). 


2.2.2. Identity 


Songs in general seem to be directly linked to forging a common cultural 
identity by representing a national bond (Filene, 2000, p. 22). Armstrong and Greider 
(2013) study how identity 1s represented through the songs of US folk singer Johnny 
Cash. They conclude that music 1s remarkably linked to personal identity, and that 
cultural contexts related to identity are also often related to work, working conditions 


and work struggles, 1.e. everyday life. The aim of music choices, they state, is to 
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make music accessible to and appreciated by the masses. Already, songs are given an 
activist role: they give “workers a voice” and represent them to those “who may not 


have heard their voice” (p. 227). 


2.2.3. Protest 


A recurrent message in modern song-making is expressing discontent with 
the status quo, both collectively and individually. Many 21° century studies have 
attempted to study protest songs in the light of the various political turmoil 
happening around the globe (Leone, 2012; Bloodgood & Deane, 2005), though 
contemporary social movements seem to be more concerned with changing 
perceptions and values than with achieving concrete political results; “questions of 
meaning, belief, value, and identity have seemingly become more important than the 
political pursuit of power and the achievement of practical economic improvements.” 


(Eyerman & Jamison, 1998, p. 17) 


While powerfully expressing discontent, songs are also used in disputed 
political contexts. The Chinese population for example seems to be exposed to this 
type of songs, both positively and negatively. Yang (1994) states that there is a direct 
political interference in China’s musical life (p. 303); there seems to be an 
intertwined and delicate balance between academic careers and political properness. 
Sensitive political issues reduce the reliability of ethnomusicological practices and 
government music resources since, according to Yang, academic distortion 
frequently serves a pre-established political agenda (p. 318). Wai-Tong (2008) 
further states that music is used as a “tool for political propaganda and social 
education” (p. 100). Although Wai-Tong’s article is not research-based but a mere 


overview of Chinese revolutionary songs as well as the author’s personal expression 
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of dislike for certain historical events, the article provides an interesting insight into 
the musical aspect of the Chinese society. Revolutionary songs are said to be a genre 
in their own, distinct from “the operatic songs, narrative songs, folk songs, art songs, 
and popular songs” (p. 107). These songs are given special importance by the 


Chinese Communist ruling party (p. 102): 


Mao advocated that arts should be a part of the revolution, a weapon used to 
unite and educate the people, and to fight and dissipate the enemies. Since 
then, for the next forty years in China, the direction of the arts, including song 
composition, had been dominated by this idea of having arts function as 


political means. 


The dual facets of ideological propaganda and democracy-oriented public 
expression are further described by Roy (2010). He compares and contrasts two 
American social movements that have extensively used American folk music to 
“simultaneously express distinctive identity and cultural commonality” (p. 86). 
Differences in musical approaches revealed differences in sociological and cultural 
orientations. Even in terms of leadership style, one had a hierarchical party structure, 
while the other had a strong decentralized leadership and empowerment orientation 
(p. 93). One used culture as a propaganda weapon, while the other made music that 
created a culturally unified purposeful vision and that “could more easily serve to 
create solidarity among people than having to carry a message from a central 
leadership” (p. 94). Speaking about the Civil Rights Movements, known as “one of 


the most musical movements in American history” (p. 86), Roy writes: 


[People] used music within collective action itself, singing freedom songs as 


they gathered, marched, rode busses, and endured jail. Abandoning 
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conventional distinctions between performer and audience, content and form, 
with relative nonchalance about the political content of their music, their 
music helped bridge one of the most intractable social boundaries of 


American society, that of race (p. 91). 


Collective music making thus takes on an important role as it indicates social 
relationships, as well as cultural philosophies. When applied to this study, it 1s 
therefore important to note whether the selected songs are sung collectively or 
performed individually. In the case of the Civil Rights Movement, it was “less a 
matter of a performer singing for an audience than part of the collective action itself” 
(Roy, 2010, p. 86). What Roy (2010) calls “tuning in”, 1.e. “the social achievement 
by which people are on the same page, by which they can react when interacted 
with” (, p. 90), gives more power to social messages; “This is why states have 
national anthems, religions have hymns, and social movements have protest songs” 


(p. 90). 


2.3. The Lebanese context 


A quick glimpse at the news headlines of any international news website (or 
its smart phone application for that matter) would confer the image of a planet in 
major turmoil in terms of political, economic and social structures. We are living 


through historical times of intense international changes. 


While the 20" century had its share of world wars, the 21° century started out 
in conflict and aggression (1.e., the September 11 attacks, war in Iraq, and the current 
rise in militant extremism throughout the globe). Without underestimating other 
regions in conflict, the Middle East seems to host a particularly dark situation. 
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Because of its geographical, cultural, social and demographical contexts, Lebanon 1s 


particularly sensitive to its Middle Eastern context. 


The Lebanese society has witnessed many drastic changes in the last hundred 
years or so. These changes — be it social, political, historical or cultural — have 


shaped the self-image of an entire nation. 


Many Lebanese scholars have attempted to describe the Lebanese society. In 
overviewing three articles that were written in the 1940s, 1960s and 19805, I attempt 


to point out some of the characteristics of its evolution during these periods. 


The last hundred years of Lebanese history can be divided into roughly 4 


phases: 


1. Before the independence: 1914-1943 
2. After the independence and up to the civil war: 1943-1975 
3. During the civil war: 1975-1990 


4. After the civil war and up to the present day: 1990-2014 


2.3.1. Before the National Independence: 1914-1943 


In an article entitled “The village in the national life of Lebanon”, Tannous 
(1949) describes Lebanon during the 1940s. Life in the villages is depicted as rural, 
agricultural (p. 151) and characterized by distinctive features such as “family 
solidarity, group loyalty, individual initiative and enterprise, cooperativeness, 
community consciousness, a democratic way of living involving basic equality, and 
folk poetry” (p. 154). The social life is characterized by “neighborliness, or Jirah” 


and strong intergenerational contact (p. 155). Recreational activity — including folk 
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songs, folk poetry and folk dance — is considered to be an “essential need” through 
which “the group gives spontaneous expression, in symbolic form, to the 
fundamental values of its life and to its aspirations” (p. 159). A description of the 


Lebanese farmer and his connection with poetry and song follows (p. 159): 


The Lebanese farmer is characterized by a well-developed sense of humor 
and a lively tendency to indulge in pranks. He loves to compose folk poetry 
and sing folk songs, when alone working in his fields or when in the company 
of friends. From his early childhood he learns to be a good folk dancer. At the 
same time his community life is characterized by an abundance of 


recreational expression. 


These expressions often take place during occasions and religious holidays, 
the harvesting of crops for example, or weddings and funerals. Songs and dances are 


clearly indispensable during these fellowship times (p. 160): 


Each of these festivals is an occasion for people of several villages to get 
together and celebrate, sometimes for two or three days at a time. They visit, 
trade, compete in games, compose folk poetry, participate in religious 


chanting or group singing, and dance the well-known folk dance, the dabki. 


2.3.2. After the National Independence and up to the civil war: 1943-1975 


The independence era seems to have launched the Lebanese population’s 
quest for an affirmed national identity. While the record industry flourished as early 
as 1907, according to Racy (1986, p. 414), it was only after the national 
independence in 1943 that Lebanese composers and singers reached fame. The 


Lebanese Radio Station originally founded in 1937 by the French mandate (Kraidy, 
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2000, p. 6), and many music and dance festivals — such as the one held in Baalbek — 
facilitated the musical exchange between the Lebanese musicians and other Arab and 
international musicians. Racy cites some of the renowned names associated with 
festival music, namely the Fulayfil brothers, “the two Rahbani brothers, Asi a 
composer and Mansur a lyricist Fayruz a female singer; Wadih el Safi a male 


vocalist” (p. 415) 


These names are especially important if we are to understand the influence of 
individual musicians and the national cultural life. The Rahbani brothers in particular 
re-arranged, recorded and distributed many folk songs, thus popularizing them even 
more through the media. These art forms are indispensable in building any nation’s 
national identity. Indeed, the “national dimension of music” is often stretched 
through individual initiatives in consistently collecting and retransmitting folk songs 
(Biddle & Knights, 2007, p. 9), as was the case with the Lebanese songs of this era 


(roughly 1943 to 1975, even until today). 


The Rahbanis’ musical theater is often associated with the typical Lebanese 
countryside, life in the village and episodes from Lebanese history, 1.e. scenes related 
to a common rural past. As early as the 19605, urbanization became an important 
issue having direct consequences on the Lebanese sociological context. While more 
than half the population remained in rural settings at the time, the Lebanese villagers 
started favoring the urban lifestyle while keeping close ties with the village. The city 
was a temporary necessity for many. This phenomenon was closely linked to a 
cultural idealization of village life, namely through songs and poetry. Writing in the 


19605, this is how Khalaf describes it (1968, pp. 266-267): 
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The idealization of village life, through the revival and popularization of folk 
songs, dance and poetry which Lebanon has witnessed in the past decade, is, 
if anything, a manifestation of the urbanite’s disenchantment with city life 
and his yearnings for the village. The village has not only become a paragon 
of the traditional virtues but also a refuge from the alienating forces of 


urbanization. 


This appears to be a common cross-cultural trait. Filene (2000) also hints at 
people’s reminiscent attitude exemplified through folk songs. People experience 
nostalgia and contrast the “natural” and “pure” element of the past with 
“contemporary industrial life” (p. 24). This gives some hints as to how humans, in 
general, process and deal with change. It also justifies the popularization of folk 
songs through the media, and the particular emphasis these songs had on the 


traditional rural lifestyle. 


2.3.3. During the civil war: 1975-1990 


Racy (1986) presents an excellent study on the terminology associated with 
music in Beirut, be it in words or proverbs. He also describes the Lebanese capital’s 
musical context in the 1980s. He starts by stating that Beirut was influenced by two 
main cultures, the Bedouin nomadic culture and the Lebanese countryside. The city 
also shared musical genres — and in certain cases, even adopted these genres — from 


“neighboring urban centers, such as Cairo, Aleppo, and Baghdad” (p. 413). 


A shift away from the traditional idealization of village life also came in 
place during the civil war years. Led mainly by Asi Rahbani and Fayruz’s son, Ziad, 


it expressed a personal — but also a strongly era-related cultural — rebellion on the 
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stereotypes of the past and “a war against his parents’ representation of the 
[Lebanese] nation” (Stone, 2005, p. 163); a form of “the-family-struggle-as-national- 
struggle metaphor” (p. 152). Stone argues in particular that the Rahbani brothers’ 
plays only depicted a small sample of Lebanese society, 1.e. the Northern mountains, 
causing “unstable subjectivities” (p. 152) that were in sharp contrast with certain 
aspects of the realities of the Lebanese society; a form of “nostalgia for a utopian 
past” (p.163). This “myth”, Stone writes (p. 152), was exposed in both the concrete 
battlefields and the arts. Songs of the period conveyed deep social and political 
tensions. Protest in the arts 1s regarded as a symptomatic metaphor of protest in 


society. 


Linguistic details are prominently important in Ziad Rahbani’s plays. 
Contrasting monoglossia with polyglossia, Stone (2005) further emphasizes 
linguistic choices in Lebanese folklore, in terms of regional accent and language 
choices. The first generation of Rahbanis, for example, adopted the Mount Lebanon 
version of the collective ‘Dabke’ dance, and represented it as national version, 
though many other regional versions exist (p. 159). While polyglossia 1s used in 
some of Ziad Rahbani’s plays as a way to ridicule cultural stereotypes (p. 161), 
monoglossia 1s described as an attempt by the elder Rahbanis to standardize the 
diverse. In other words, an attempt to unify what is, in some ways, un-unifiable, and 
therefore of projecting a form a cultural dictatorship that, according to Stone, was 
eventually contested — both in real life and in the arts. Though this 1s but one view of 


the cultural life in Lebanon, Stone’s position is contextually interesting. 
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During the civil war, Lebanese musicians either supported the violence 
through their music, or protested against it. Many of them still serve as role models 


for Lebanese post-war musicians (Burkhalter, 2011, p. 57) 


2.3.4. After the civil war and up to the present day: 1990-2014 


Much research has been written on the effects of war in general. The 
aftermath of the 1975-1990 war in particular caused the Lebanese population to 
experience a pessimistic post-war perspective. Khalaf (2014) studied the evolution 
of Lebanese students’ creative writing themes over a period of 16 years. She 
concluded that most students feel “trapped in a violent, unresolved past, threatening 
present and hopeless future” (p. 97). Describing post-war Lebanon as a land of 
contradictions, both a playground and a battleground (p. 113), she notes the evolution 
of students” attitudes in three stages according to three themes: “Idealism” coupled 
with marginality and entrapment, from 1998 to 2005; “activism” and defiance from 
2005 to 2008; “disillusionment” combined with feelings of betrayal, helplessness and 
the urgency to devise exist strategies from 2008 to 2014. About this third stage, she 


writes: 


A growing number of [students] became legitimately paralyzed by the 
discrepancy between hoped-for-expectations on the one hand, and existing 
realities on the other. At present, these irreconcilable positions continue to 


foreground the conversation. (p. 105) 


This context has had a direct impact on lifestyles and health issues, primarily 
with regards to war-related stress as was studied in the summer 2006 war aftermath 


(Zein & Ammar, 2011). Research has also been written on the Lebanese war 
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memory, not only for people who had a direct experience with war, but also youths 
who were exposed to war narratives in the midst of an “ongoing search for meaning, 


historical truth, and identity” (Larken, 2010, p. 616). 


The Lebanese population reacted through the arts. As a “visual anthropologist 
interested in the intersection of art and ethnography” (p. 722), Westmoreland (2013) 
offers some insight into the Lebanese art scene in the post-war context by describing 
what it calls, basically, a “postwar crisis of representation” (p. 720). In the context of 
the unresolved conflicts, he writes, Lebanese artists adopted “new aesthetic 
practices” and “they reorganized visions of Lebanon around other ways of seeing, 
which articulate ways of living during catastrophic times” (p. 721). While primarily 
concerned with visual arts, his study is founded on “crossing disciplinary borders 


between anthropological and artistic modes of inquiry” (p. 722). 


In terms of the population’s reaction through music, Burkhalter (2011) offers 
a very interesting and relevant survey of the “history of violence and music in 
Lebanon” (p. 57) through ethnomusicological field research during the first decade 
of the 21° century. He implements an “empirical analysis of five musicians from 
Beirut” (p. 57), each representing a different musical style (a pianist, an oud player, a 
death metal band leader, and two free-style improvisers). He then describes his 
findings within a spectrum: At one end of the spectrum a deep disregard, at the other 
an involvement in either protest or propaganda, and between the two extremes a 
range of reactions including ‘“opportunism, cynicism, anger, fascination with 
violence” (p. 56). It is interesting to note Burkhalter’s analyses of response 
differences when viewing the person asking the questions as a variable: It was 


observed that Lebanese musicians position themselves differently depending on 
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whether they face a national or an international setting. Burkhalter further describes 


the musical context during this post-war stage (p. 64): 


During the war years and the immediate postwar era, musicians in Lebanon 
faced many obstacles and were rather isolated. This has changed radically in 
the last decade. On the one hand, the reconstruction of Beirut and a certain 
kind of political normalization and, on the other hand, digitization and new 
transnational networks, have created new opportunities for today’s musicians. 
They try to reach local and international niche audiences as much as local 
ones. Their music is mainly self-produced in small (home) studies, released 
on small record labels often owned by the musicians themselves, and 
distributed through various channels, mainly on the world-wide web. Their 
CDs are important promotion tools; through them, the artists gain the interest 
of international journalists, producers, organizers, labels, arts councils, and 
scholars. They receive offers to perform concerts abroad, or to go on 


residencies in Switzerland, Germany, or the USA. 


Throughout Khalafs (2014) and Burkhalter’s (2011) studies in particular, 
there seems to be a recurrent keyword describing the contemporary attitude of 
Lebanese musicians, that of helplessness. Burkhalter writes: “The music of these 
musicians and sound artists is thus an attempt to create an alternative identity [...] 
The musicians often argue that they want to create independent positions — however, 


this is almost impossible in a country like Lebanon” (p. 72). 
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2.4. Previous evolutionary studies 


In a very interesting and relevant article, Hobbs and Gallup (2011) select and 
analyze the 2009 US top ten charts in 3 musical genres: country, pop and R&B. Their 
basic assumption is that audience choice shows real-world relevance; that people 
choose to consume (sing and listen to) what they’re most interested in. They then 
develop a coding system based on 18 coding categories which are selected according 
to both words and the use of words to communicate either emotions or actions. They 
also study market factors and effect of themes on sales, as well as the evolution of 
the selected categories over time since songs were contrasted with operatic love 
songs going back 5 centuries. Research consistency 1s extremely emphasized: they 
consistently organize their findings within tables with coding categories and 
descriptions; they check the reliability of category selections through two 
independent observers then calculate the inter-rater agreement percentage; they 
exhibit the results in graphs and discuss frequencies of category-related lyrics using 
ANOVA and Bonferroni’s Multiple Comparison Test; they also create a control 
condition through analyzing another selection of songs by the same authors but not 
on the top charts; they even get help from a professional opera singer to make sure 


the meaning of words 1s clear. 


Inspired by previous analysis of novels, Hobbs and Gallup basically use 


content analysis in a series of studies to establish the following: 


- Identify ‘“embedded reproductive/evolutionary messages” through 
analyzing the lyrics of 174 songs that made it to the top 10 charts in 2009 


according to “The Billboard” (study 1); 
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-  Determine the correlation between the studied messages and the sales and 
popularity of these songs (study 2); 

- Study the stability of themes and messages over time through a content 
analysis of song lyrics on top ten charts every 10 years, from 1959 to 
2009 (study 3); 

- Pinpoint whether or not the thematic use of reproductive messages in 
popular songs can be traced beyond the boundaries of the 20" century by 
analyzing the content of opera arias dating back to the pre-Baroque era 
(as far back as 1597); these songs were mainly collected through sheet 


music anthologies (study 4). 


Dukes et al. (2003) also base their study on the magazine “Billboard”. Their 
target search 1s artist characteristics and expressions of love, and they hypothesize 
that there would be changes in trends. After downloading the lyrics of the top 100 
hits, they analyze their content while adopting “inductive coding” based on the 
presence or absence of recurrent themes. Then they perform a count of theme-related 
words. They stress reliability by conducting an inter-observer assessment (which 
scored 80%). They then quantitatively analyze their data based on percentages, using 
Cramer’s V, x’; they also construct word indexes and performed an analysis of 
variance as well as a series of Kruskal-Wallis tests. They then compare and contrast 
changes in terms of artists’ race and gender, and they look up the related between 
gender and word choice. Finally, they look into all their hypotheses one by one and 


either confirm or refute them based on their findings. 
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2.5. Conclusion 


As reviewed in the literature, songs constitute a valuable tool in social science 
research. I have decided to apply this tool in the Lebanese context to try to 
understand, through the evolution of lyrics, the evolution of patriotic attitudes in 


Lebanon from 1960’s until the present day. 


The next chapter introduces the methodology and the instruments used to 


conduct this research. 
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CHAPTER THREE 
Methodology 


3.1. Introduction 


The current study is an arts-based qualitative research that is primarily 
constructed upon inductive content analysis of song lyrics. According to Fraenkel, 
Wallen and Hyun (2012), content analysis is the study of “human behavior in an 
indirect way through an analysis of their communications” (p. 478). Since it is often 
used “in conjunction with other methods” (p. 479), I have supplemented my analysis 
with two other instruments; a survey of a sample of the Lebanese population and one 
on one semi-structured interviews with four musicians, three of whom have written 


songs included in the selected song list. 


After justifying the use of a qualitative arts-based methodology and 
explaining the rationale for using the three research instruments, I explain in this 
chapter the criteria for song selection and participant selection. I also reveal the data 


analysis plan, and discuss issues of reliability, validity and triangulation. 
3.2. Qualitative methodologies and arts-based research 


Although primarily targeting nursing researchers, Vaismoradi, Turunen and 
Bondas (2013) provide valuable insight into qualitative research. While qualitative 
research, per se, includes many approaches — such as “grounded theory, 
phenomenology, ethnography, action research, narrative analysis, and discourse 


analysis” (p. 398) — qualitative methodologies share a similar characteristic which is 
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“person-centeredness” (p. 400), as well as similar goals. They intend to explore “the 
actual behavior, attitudes, or real motives of the people being studied” (Ten Have, 
2004, p. 8) and “to arrive at an understanding of a particular phenomenon from the 
perspective of those experiencing it” (Vaismoradi et al., 2013, p. 398). It is mainly “a 
‘bottom-up” approach, wherein specific processes or events drive the development of 


broader concepts, not the reverse” (Yin, 2011). 


Among the qualitative methodologies, there seems to be a series of 
methodologies concerned with the arts and performance. Arts-based research is a 
recent academic term used to describe research in a variety of fields using arts as a 
primary lens (Knowles & Cole, 2008) and viewing artistic work as alternative 
ethnographies (Westermoreland, 2013). According to Carless and Douglas (2011), 
the reason why these “narrative, performative, arts-based” methodologies are being 
adopted by a growing number of scholars, is related to an increasing “dissatisfaction 
with the limits of traditional academic forms of inquiry and representation” (p. 440). 
Without underestimating the efficiency and usefulness of traditional scientific 
methodologies, the shift of perspective is directed towards ‘“generating and 
communicating insights into an individual’s subjectivities, meanings and embodied 
experiences”. These approaches place more weight on understanding individuals 
“within personal, social and cultural contexts” (p. 441). A keyword here is, 
obviously, context. According to Finley (2011), arts-based research approaches are 
particularly useful when political activism is involved (p. 682), and when the 
construction of social values is influenced by “artists seeking political voice and 
power” (p. 684). Such an approach “draws people into dialogue and opens the 


possibility for critical critique of social structures”, especially “in its use of everyday, 
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localized, and personal language, and in its reliance on texts that are ambiguous and 


open to interpretation” (p. 687). 


Within arts-based methodological exhibits, songs can thus be legitimate 
means of inquiry, an interesting source of communication data, and tools for 
“understanding and capitalizing the social world” (Carless & Douglas, 2011, p. 441). 
Music indeed “illustrates a general principle that applies similarly to art, drama, 


poetry, and other aesthetic endeavors” (Roy, 2010, p. 96). 


3.3. Rationale for using the research instruments 


Based on the previously reviewed literature and within the scope of a 
qualitative arts-based methodology, three research instruments have been constructed 
and used. The first and main instrument is content analysis, and the other two — the 
survey and the interviews — attempt to validate it. The survey provides valuable 
insight into the selected sample’s civic attachment, while the interviews solicit the 
personal viewpoints of the musicians in order to investigate whether these were 
aligned with the viewpoints analyzed in the selected songs. Each instrument 1s 


explained and justified in the following sub-sections. 


3.2.1. Inductive content analysis of song lyrics 


3.2.1.1. Definitions 


Vaismoradi et al. (2013) define content analysis as “a systematic coding and 
categorizing approach used for exploring large amounts of textual information 
unobtrusively to determine trends and patterns of words used, their frequency, their 


relationships, and the structures and discourses of communication” (p. 400). In other 
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words, it is the process of “summarizing and reporting written data” (Yin, 2011, p. 
475). Its purpose is to “describe the characteristics of the document’s content by 
examining who says what, to whom, and with what effect” (Bloor & Wood, 2006, p. 
58). By using content analysis, it is possible to study data both qualitatively and 
quantitatively through description, coding and code counting respectively (Grbich, 


2007). 


3.2.1.2. The inductive process 


Though mainly descriptive, content analysis can be either inductive or 
deductive, and might involve a mild degree of interpretation (Vaismoradi et al., 
2013, p. 399). The two approaches present contrasting ways of looking at data. 
According to Yin (2011), concepts emerge from the data in inductive approaches, 
while concepts define the data to be collected in deductive approaches (p. 94). In 
other words, the inductive analyst familiarizes himself with the collected information 
first then allows the categories or codes to emerge in parallel with the ongoing 
analysis (Fraenkel et al. 2012, p. 480). Inductive analysis 1s used mainly when very 
few studies have dealt with the topic, so analysis categories are derived from the data 
itself during direct observation instead of relying on previously formulated categories 
(Hsieh & Shannon, 2005, p. 1286). The present study illustrates such cases where 
very few prior study attempts were made; it will therefore be based on inductive 
content analysis. Burkhalter confirms that “the relationship between the longstanding 
conflicts in Lebanon from the late 20" century and its musical culture is not widely 


known” (2011, p. 56). 


Elo and Kyngäs (2008, p. 109-111) list content analysis phases and processes 


as well as their descriptions as follows: 
26 


-__ Preparing: immersion in data; 

-  Organizing: Open coding (writing notes while reading), creating 
categories, grouping codes according to categorical similarities, then 
generally describing the research topic; 

- Reporting: Reporting the results through models, conceptual systems, or 


other forms of graphic organizers. 


Lebanese-dialect songs dealing with war effects were therefore listed, their 
lyrics transcribed. Then, by analyzing the lyrics, I was able to note categories and 
themes. Content analysis results were grouped by time slots of decades to visualize 


the evolution of perceptions. 


Both Yin (2011) and Fraenkel et al. (2012) agree on the basic advantages of 
content analysis, that is unobtrusiveness and ease of replication through reanalysis of 
the data by other researchers. Yin adds the fact that it studies linguistic features and 
meaning Within context, and that it is systematic and verifiable (2011, p. 475), 
whereas Fraenkel et al. note that it 1s ideal to study evolution as it 1s not constrained 


by time and space (2012, p. 489). 


The main and fundamental disadvantage is the “persuasiveness of the logic 
connecting each category to its intended meaning” on which rests the argument for 


category validity (Fraenkel et al. 2012, p. 489). 


3.2.1.3. The significance of music genre choices 


Description is of primary importance when dealing with the choice of music 
genres. The choice of singing Lebanese songs in a traditional or a Westernized way 


is meaningful by itself as it portrays cultural self-identification. Burkhalter, for 
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example, cites that Lebanese musicians in the after-1990 period have been mainly 
inspired by “music genres from the United States and Europe, but also from the Arab 


world” (2011, p. 70). 


Armstrong and Greider (2013) emphasize the meaningfulness of song genre 
choices in their study of country music and its relation to identity. In their content 
analysis of work songs performed by Johnny Cash, Armstrong and Greider (2013) 
include details and criteria for song selection, code songs by selected themes then 
divide them according to contexts or stages (going to work, at work, after work, and 
post-employment). They also include summaries of song-stories, keywords, dates of 


recording by Cash. A sonography was added eventually. 


Song genre choices were also highlighted by Wai-Tong (2008). In his 
dissertation on Chinese revolutionary songs, he observes and analyzes textual and 
stylistic content while noting the use of different tonalities corresponding to both 
Western (major) and Chinese (pentatonic) musical scales. Hobbs and Gallup (2011) 
cite certain factors that might justify song categories (other than record companies” 
marketing influence on a given public’s exposure to song). These factors include 
“instrumentation, melody, tempo, sex of the artist, and sound of the singer’s voice, 
along with subtle nonverbal cues of sincerity and emotional commitment conveyed 


by intonation of the artist” (p. 403). 


3.2.2. Questionnaires 


3.2.2.1. Definitions 


Questionnaires are used when the opinions and answers of a population are 


needed. The collected information relies on a sample rather than the whole 
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population, and aims to describe attitudes, knowledge, or other characteristics of the 
surveyed group (Fraenkel et al., 2012, p. 393). Web-based surveys are especially 
pratical for many reasons, namely the preservation of anonymity, the ease of access 
and the automatically generated results, while the main disadvantage would be the 
reduced number of response rates and the inability of the researcher to double check 


the accuracy of the responses (p. 397). 


Robson cites 6 main stages for carrying out a survey (2002, p. 239). I have 
followed all 6 steps. First, the initial design and planning; a brainstormed list of 
questions was formed and different question formats were taken into consideration. 
Second, designing the survey; only the most adequate questions were retained. Third, 
pretesting meant asking selected people to fill out the questionnaire and give in their 
comments. Some questions were re-formulated based on their feedback. Fourth, the 
questionnaire was set and published on Survey Monkey. Fifth, data was collected. 


And the sixth stage was about analyzing the data and noting patterns. 


The web-based questionnaire thus asked for demographical data. It included 
two closed-ended questions, one about civic attachment stands and one about rating 
each suggested musician part of a names list, and one open-ended question about 


naming a song that reminds the participant of war. 


3.2.2.2. Sampling issues 


Choosing a sample proved to be complex in the current research context. The 
surveyed sample was really a convenience sample of available individuals. This may 
not be the best sampling approach though, since “the most readily abaïlable sources 


of data are not likely to be the most informative sources” (Vin, 2011, p. 88). It 
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therefore undermines generalizability (Cohen, Manion & Morrison, 2007, p. 114), 
though it provided relevant information. Generalizability 1s negligible as well when 
calling for volunteers who, although well intentioned, might not be representative of 


the whole population. 


Furthermore, another sampling issue is linked to the desired number of 
participants. It is true that a larger sample is better than a limited one, though 


literature does not indicate any given range. 


In this study, an online survey was conducted through Survey Monkey. 
Participants in the survey included a convenience sample of 60 Lebanese nationals. 
Invitations to participate in the online survey were electronically sent to a handful of 
acquaintances. While this limited the scope of the survey results, much insight was 
gained nonetheless. Criteria were clear: all participants were adult Lebanese 
nationals who have willingly chose to participate in the survey and have answered all 
the questions. 63 responses were collected in all, of which 3 were discarded; one for 
being incomplete, one for being filled by a non-Lebanese citizen, and one for being 


filled by someone born in 1998 (aged 16). 


3.2.2.3. The significance of audience choices 


Carless and Douglas (2011) target a wide spectrum of meaning; they take into 
consideration both song lyrics and audience response. They basically analyze and 
interpret a teaching experiment which ‘“explored audience responses to two 
performance ethnographies” (p. 443). Their data includes written and verbal 
responses of audience members, feedback sheets containing open-ended questions, 


and formal group discussions as well as privately shared and informally written 
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responses (emails). All these responses are thematically analyzed and contrasted with 
narrative theory as well as arts-based and performative research literature. They even 


include an interview with one of the original songwriters. 


Such studies shed light on the significance of audience choices. In other 
words, claiming to like a song backs the assumption that one has adopted what this 
song represents. It is important to contrast the song reception, however, with the 
original intent of the composer, or at least to ask whether there was any intent at all. 
Thus it is important to involve the songwriter in the song analysis results, and to 
measure the national identification of the population in whose nest these songs were 


written. 


3.2.3. Interviews 


3.2.3.1. Definitions 


Interviews are valuable interactions. They enable both the interviewers and 
the interviewees to discuss their viewpoints and interpretations of a given topic 
(Cohen, Manion & Morrison, 2007, p. 349). The main aim of inteviews is to 
minimize ambiguity by providing “negotiated, contextually based results” (Fontana 
& Frey, 2011, pp. 697-698). They are directly linked to the context by creating and 
adjusting a “sharedness of meanings” between the interviewer and the interviewee 


(p.713). 


This study is concerned with semi-structure interviews in particular, where a 
list of questions 1s predetermined to uphold consistency throughout the interviewing 
process, but improvised modification might take place depending on the context of 


the interview. These modifications may be related to the order of the questions, the 
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amount of additional explanations given, or the addition of other questions (Robson, 


2002, p. 270) 


3.2.3.2. Advantages and disadvantages of interviews 


According to Cohen, Manion and Morrison, the main advantage of semi- 
structured interviews is the fact that they can be controlled while still being 
spontaneous, while the direct disadvantages include time consumption, interviewer 
bias, and issues of personal fatigue (2007, p. 349). Fraenkel et al. further state that 
interviews allows questions and answers to be clarified and places less weight on the 


writing skills of the interviewees, compared to written questionnaires (2012, p. 398) 


A recurrent keyword in all this is context. An interview is primarily an active 
interaction that offers contextual data that can never be purely objective (Fontana & 


Frey, 2011, p. 716-717). Other research issues are discussed below. 


3.3. Research issues 


3.3.1. Unearthing resources 


The absence of reliable popularity charts and discographies in Lebanon made 
the task of selecting Lebanese songs very complicated. Only studio-recorded and 
festival-recorded songs were thus taken into consideration. [I was not able to 
independently verify many of the original recording dates. I approached a radio 
station asking for access to their archives. While initially very enthusiastic about the 
project, the director later cancelled the engagement. I then got in touch with Mr. 
Abdallah Chahine Jr., in charge of “Voix du Levant”, the production company that 


recorded and marketed many of the selected songs. He was much kind and willing to 
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help. Other songs were later added after thorough record sales research and further 
online excavation. The task was not easy, and I do not claim that the song list 1s 


exhaustive. 


3.3.2. Time span for song selection 


It is important to note that the criteria for song selection for this study largely 
depend on the production dates of the songs. This study 1s not ethnomusicological, 
nor does it intend to be. Selected songs date as far back as the 1960’s but not before 
that. Pre-1960 songs are not included. Although delightfully tempting, such an 
endeavor would have required a different methodological approach. Filene (2002), 
for example, reports the true story of the Lomaxes, two generations of men who 
welded a recording machine onto their pick-up truck and drove around to “all-black 
maximum security” prisons, asking prisoners to sing “any good songs they knew” 
(pp. 1-2). Their recordings are now at the American Library of Congress, part of a 
rich collection of American folk songs. Folk songs, in that sense, are not taken into 
consideration in this study, though much has been written on the subject, ever since 
Duncan (1914) wrote on the evolution of the academic reception of folk songs. 


Including such songs would have naturally come with its own sets of constraints. 


Collecting more recent songs is easier in certain ways. Pre-1960’s recordings 
are rare and need much digging into mostly unorganized and worn-out public 
archives. Therefore the selected songs only span over a 54 year period, from 1960 to 
2014. These songs were later divided according to production decades in order to 


minimize date uncertainties. 
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3.3.3. On translation 


I have chosen not to translate the songs from the Lebanese dialect to English 
for one main reason: I am not a translator. In general, if I were to translate them, 
much of the subtleties would have been lost. Therefore, I have decided to translate 
only the keywords and to summarize the general mood of each song using one or two 
sentences. The results of my work are inserted as appendices D and E, whereas a 


representative summary is exhibited in the findings chapter. 


3.3.4. Validity, reliability and triangulation 


3.3.4.1. Reliability 


Reliability, by definition, is “dependability, consistency and replicability over 
time, over instruments and over groups of respondents” (Cohen, Manion & 
Morrison, 2007, p. 146). To improve the reliability of the three instruments I used in 
this study, I found it very important to explicitly clarify and detail the research 
processes as well as the research decisions. Consistency is key. And the main 
challenge is human bias. The three used instruments attempt to standardize analysis 
through the input of one researcher (Robson, 2002, p. 176) and to reduce bias by 
enlarging the song list and asking for musicians’ and the surveyed sample’s input 


(Arksey & Knight, 1999, p. 53). 


3.3.4.2. Validity 


According to Robson, validity is about “being accurate, or correct, or true” 
(2002, p. 170). According to Vaismoradi et al. (2013), it is because there are many 


similarities between different qualitative approaches that it is important to approach 
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the particular methodology through consistent decision-making in order to avoid 
incoherence and to improve validity (p. 399). Some suggestions are brought forth, 
such as deciding on whether to concentrate the analysis on the manifest or latent 
content of data, or to maïntain a research diary then make decisions on what to 
include as data (p. 403). While it can be concerned with many forms, Cohen, Manion 
and Morrison agree that it should be seen “as a matter of degree rather than an 


absolute state” (2007, p. 133). 


The main threates to validity include description or the “inaccuracy or 
incompleteness of data”, interpretation or “imposing a framework or meaning on 
what is happening”, and theory or “not considering alternative explanation or 
understanding of the phenomena you are studying” (Robson, 2002, p. 171). The 


present study has managed to minimize all three threats. 


3.3.4.3. Triangulation 


Triangulation is about using difference methods to collect data in order to 
enhance research rigor (Yin, 2011, p. 79; Robson, 2002, p. 174). Triangular 
techniques attempt to give a deeper understanding of the complexity of human 


processes (Cohen, Manion & Morrison, 2007, p. 141). 


Yet it is not simply an assortment of any three instruments, but the alignment 
of these instruments in a complementary fashion. According to Arksey and Knight, 
triangulation has two primary purposes, “confirmation and completeness” (p. 21). In 


their own words: 


Triangulation 1s not just about using as many different approaches or sources 


of data collection as possible. When the approach is used for confirmation 
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purposes, the individual strengths, weaknesses and biases of the various 
methods must, first, be known and, secondly, applied in such a way that they 
counterbalance each other. From this point of view, it 1s important to try to 
blend and integrate the different methods, and not simply to design a study 


that comprises distinct, mutually exclusive approaches. 


Consequently, the three research instruments used in this study are mainly 
based on a mild form of ‘intercoder reliability”. They are complementary to some 
extent;, the main limitation of content analysis being the researcher’s personal 
perspective, interviews with musicians seek to confirm the observations. And while 
musicians might view their music from their own personal perspective, the survey 
aims to measure the audience’s reaction to both the musicians’ popularity and the 


expressed civic attachment stance. 


3.3.4.4. Research ethics 


In terms of research ethics, I was granted the LAU IRB approval, in which 
ways of approaching survey participants and interviewees were all described. AIl 
participants were volunteers and their academic contribution was entirely up to them. 
A member of my committee facilitated the communication with two of the 


interviewees. 


3.4. Conclusion 


While many scholars might consider the use of songs as an unscientific 
research practice, this paper holds an opposite view. In parallel with Carless and 


Douglas (2011), I state that songs are valuable instruments that offer unique insights 
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into intergenerational sociolinguistics, 1.e. how language — here song lyrics — 1s 
transmitted from one generation to another, and how sung lyrics, in contrast with 
spoken poetry, hold a special place in individuals’ memories. Though music involves 
people’s subjectivities and personal experiences, these variables are important if one 
seeks to understand a person within his or her social and cultural contexts (p. 441). 
Thinking through music enables people to ‘access’ or ‘unlock’ certain insights that 
are mainly related to their personal life contexts (p. 450, 452). In other words, people 
associate songs to certain contexts — both personal and social. Therefore by using 


songs in research, one could understand both the context and the association. 


Eventually, one of the strengths of this study is its interest in an insofar 
uncharted territory and the possibilities that creates. According to Krippendorff 
(2004, p. 359), the findings’ quality can be judged favorably when a study provides 
new insights into the research topic or informs practical actions. This is what the 


present study aims to accomplish. 


Research methods being a means to an end, the following section describes 


the details of the findings and the analysis results. 
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CHAPTER FOUR 
Results and Findings 


4.1. Introduction 


In parallel with the proposed methodology where steps were designed to 
collect data, I have examined the research field in search for answers to my research 
questions through the three planned research instruments: content analysis, a survey 


and one on one interviews. 


Below are the findings organized by research instrument. 
4.2. Content analysis of song lyrics 


As described by Elo and Kyngäs (2008), I have followed three work stages to 
collect songs and analyze their content: preparing, organizing, and reporting. I shall 
delve into the details of my findings, describing the induced themes, categories and 


eventual mind maps. 


A complete list of the titles of all the selected songs arranged by alphabetical 
order of the musicians’ names is inserted as Appendix A. There are 16 musicians in 
all. The songs divided by decades from the 1960’s until 2014 are inserted as 
Appendix B. I have transcribed the lyrics of each song in the Lebanese dialect and 
have inserted them as Appendix C. I have chosen to translate only keywords (for 
reasons formulated in 3.3.3.) and to describe the general tone of each song. These are 


inserted as Appendix D. 
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Five general themes and six thematic attitudes emerge. The themes basically 
represent a stance; they are: Attachment to the past, hope for the future, nationalistic 
sentimentality, lament of death and discontent with the status quo. The thematic 
attitudes represent a reaction to each of the themes; they are: Confronting, praising 
military glory, feeling helpless, choosing to immigrate, holding on and being 


sarcastic. 


A series of tables for each decade showing themes and thematic attitudes for 


each song is inserted as Appendix E. Below is a summary of themes and thematic 


attitudes by decade. The repetitions are included on purpose. 


Table 1: Summary of themes and thematic attitudes by decade 


Decade Code Themes Thematic attitudes 
1960-1969 | F60s-1 Discontent with the status quo | Choosing to immigrate 
F60s-2 Hope for the future Feeling helpless 
F62 Lament of death Holding on 
NC62 Nationalitic sentimentality Holding on 
Praising military glory 
1970-1979 | F70 Attachment to the past Being sarcastic 
F70s Attachment to the past Choosing to immigrate 
F72 Attachment to the past Confronting 
F77 Attachment to the past Confronting 
F77-2 Attachment to the past Feeling helpless 
MR75 Attachment to the past Feeling helpless 
NC70s Discontent with the status quo | Feeling helpless 
PW76 Discontent with the status quo | Holding on 
SK70s-1 | Hope for the future Holding on 
SK70s-2 | Hope for the future Holding on 
SK70s-3 | Hope for the future Holding on 
SK70s-4 | Hope for the future Holding on 
ZR70Os Lament of death Holding on 
Lament of death Holding on 
Lament of death Holding on 
Nationalistic sentimentality Praising military glory 
Nationalistic sentimentality 
Nationalistic sentimentality 
Nationalistic sentimentality 
Nationalistic sentimentality 
Nationalistic sentimentatliy 
1980-1989 | F80s-1 Attachment to the past Being sarcastic 
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F80s-2 


Discontent with the status quo 


Being sarcastic 


F80s-3 Discontent with the status quo | Choosing to immigrate 
F80s-4 Discontent with the status quo | Choosing to immigrate 
F80s-5 Discontent with the status quo | Confronting 
GS87 Hope for the future Confronting 
MR32 Hope for the future Confronting 
RB80s-1 | Hope for the future Confronting 
RB80s-2 | Hope for the future Confronting 
SH80s-1 | Hope for the future Feeling helpless 
SH80s-2 | Hope for the future Feeling helpless 
WS80s Lament of death Feeling helpless 
ZK80s Lament of death Feeling helpless 
ZR35 Lament of death Feeling helpless 
Lament of death Holding on 
Nationalistic sentimentality Holding on 
Nationalistic sentimentality Holding on 
Nationalistic sentimentality Holding on 
Nationalistic sentimentality Holding on 
Nationalistic sentimentality Holding on 
Nationalistic sentimentality Holding on 
Nationalistic sentimentality Holding on 
Nationalistic sentimentality Praising military glory 
Nationalistic sentimentality Praising military victory 
1990-1999 | JB9I Attachment to the past Being sarcastic 
JB92 Discontent with the status quo | Being sarcastic 
WS90s Discontent with the status quo | Being sarcastic 
ZK90s Discontent with the status quo | Being sarcastic 
ZR9Os-1 | Discontent with the status quo | Confronting 
ZR90s-2 | Discontent with the status quo | Confronting 
ZR90s-3 | Hope for the future Confronting 
ZR9Os-4 | Hope for the future Confronting 
Hope for the future Feeling helpless 
Hope for the future Feeling helpless 
Lament of death Holding on 
Nationalistic sentimentality Holding on 
Nationalistic sentimentality Holding on 
Praising military glory 
2000-2010 | CRO6 Discontent with the status quo | Being sarcastic 
CRO6 Discontent with the status quo | Being sarcastic 
CRO8 Discontent with the status quo | Being sarcastic 
GKO8 Discontent with the status quo | Being sarcastic 
GROS Discontent with the status quo | Choosing to immigrate 
GRO8 Discontent with the status quo | Confronting 
JBOI Discontent with the status quo | Confronting 
JBO4 Hope for the future Feeling helpless 
JBO7 Hope for the future Feeling helpless 
MLO9 Lament of death Feeling helpless 
Nationalistic sentimentality Holding on 
Nationalistic sentimentality Holding on 
Nationalistic sentimentality Holding on 
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Nationalistic sentimentality Praising military glory 
2010-2014 | GB10 Discontent with the status quo | Being sarcastic 
JB14 Discontent with the status quo | Choosing to immigrate 
ML13 Lament of death Feeling helpless 
Nationalistic sentimentality Feeling helpless 
Holding on 


The general observation is that, though most themes and thematic attitudes 
are included throughout the decades, some are weightier than others in different 
decades. Below is a graph showing the evolution of positive and negative themes and 
thematic attitudes by decade. ‘Attachment to the past’, ‘Hope for the future’ and 
‘Nationalistic sentimentality” are labeled as positive themes; ‘Lament of death’ and 
‘Discontent with the status quo” as negative themes; ‘Confronting”, ‘Praising military 
victory” and ‘Holding on’ as positive thematic attitudes; ‘Feeling helpless’, 
‘Choosing to immigrate’ and ‘Being sarcastic’ as negative thematic attitudes. Figure 


1 below shows the contrast between positive and negative inferences with time. 


100% 
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50% 
40% 
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0% 
1960-1969 1970-1979 1980-1989 1990-1999 2000-2009 2010-2014 


B Positive inferences M Negative inferences 


Figure 1: The evolution of the distribution of positive and negative themes and 
thematic attitudes 


Through an interdisciplinary lens, the choice of instrumentation is equally 


important in conveying a cultural message. Below is a description of each song’s 
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instrumentation style using general descriptors: Traditional, occidental, orchestral, 


jazz or progressive. The general instrumental feel of the song has also been added 


where it was deemed necessary. 


Table 2: A list of songs in chronological order with the corresponding 
instrumentation style 


Decade Code Song title Instrumentation style 
1960-1969 | F60s-1 Badna nkamel Traditional melody 
Occidental orchestration 
NC62 Allah  mhayyi | Traditional instrumentation 
askarna 
F62 Btetloj eddeni Occidental reinstrumentation 
Orchestral version with piano 
Blues feel 
Interesting combination of instruments 
and chord progression 
F60s-2 Lawen Rayhin Traditional instrumentation 
1970-1979 | NC70s Nater Traditional instrumentation 
F70s Bayti ana baytak | Traditional instruments 
Includes some parts of occidental 
multiple voicing 
PW76 Klashinkov Traditional Lebanese song (zajal) 
ZRT7Os Nasheed el | Military instrumentation 
thawra Men’s chorus 
SK70s-1 | Rahu w lebsu Traditional instrumentation 
SK70s-2 | Yemkin halla Traditional instrumentation 
F72 Tlena ala daw Complex orchestration 
MR75 Am behlamak Orchestral, occidental, operatic 
SK70s-3 | Ya rayeh Traditional instrumentation 
SK70s-4 | Oluli waynun Traditional instrumentation 
F70 Shady Traditional instrumentation 
F77 Bi oolu zghayar | Traditional instruments 
baladi Soloist and repeating choir 
F77-2 Zahrat al janoob | Mixed occidental 
1980-1989 | SH80s-1 | Buwab el Farah | Mixed oriental jazz 
Use of the piano, nay and oud 
Presented as an oriental ‘muwal” with a 
jazzy feel 
F80s-1 Rejet el asfoora | Traditional instrumentation 
F80s-2 Rah neba sawa | Orchestral 
Complex instrumentation 
F80s-3 Fikon tensu Complex orchestration 
F80s-4 Eswaret el aroos | Traditional instrumentation 
GS87 Lamaet abwa el | Orchestral 
thawra A rebel song 
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MR32 Shaabak  waef | Traditional instrumentation 
berreeh 
RB80s-1 | Kan enna beyt Occidental 
RB80s-2 | Atoona ttufooli | Occidental 
WS30s | Yabni Traditional ‘muwal’ 
ZK80s Rajeh rajeh | Traditional instrumentation 
yetammar 
ZR3S5 Ana much kafer | Traditional instrumentation 
F80s-5 Bhebbak ya | Traditional instrumentation 
lebnan 
SH80s-2 | Shbena ba’a Modern traditional Lebanese music 
(zajal) 
Traditional instrumentation with an 
occidental twist 
Shooting sound effects added as 
background noise 
1990-1999 | ZR9Os-1 | Shu hal jeel Group song; jazzy feel 
JB92 Ya thuwar el ard | Oriental tune with occidental 
orchestration and piano 
Men's chorus 
JB91 Ghabet shams el | Traditional instrumentation with chorus 
ha’ and repetitions 
WS90s | Oom mnel beer | Traditional; repetitive men’s chorus in 
the background 
ZR90s-2 | Ana walla fekri | Traditional instrumentation with a twist 
hannik 
ZK90s Mahma Military instrumentation; march-like with 
yetjarrah men’s chorus 
baladna 
ZR9Os-3 | Annizam Occidental instrumentation; caricature of 
chaos 
ZR90s-4 | Oom foot nam Oriental traditional feel; JaZZy 
instrumentation; includes the nay 
2000-2009 | MLO9 Taboor Progressive, heavy instrumentation 
JBOI Nehna el thawra | Orchestral instrumentation 
Occidental melody 
GRO8 Bisharafkon Occidental instrumentation 
hada yharkesh Some verses are SUng as rap 
GROS Kermal el am bi | Traditional percussion and melody 
mootu Orchestral 
JB07 Ana khawf aa | Orchestral 
wladi Incorporation of the nay (oriental) 
Prevalence of piano though with a 
general oriental feel 
JBO4 Ana  betnafas | Orchestral 
heriyi 
GKO8 Bel aali el aali Choral song 
CRO8 Ala shou | Traditional Lebanese 
mekhtelfin Includes occidental multiple voicing 
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CRO6 La chou | Lebanese traditional 

etteghyeer Clapping in the background 

Same tune with different wordings 
The repeat is done by a chorus 


CRO6 AI hamdu lellah | Traditional all through 

Includes some elements of jazz 

Starts with ‘thank God’ (Alhamdu lellah) 
in both Christian and Muslim intonations 


2010-2014 | JB14 Hkayet Watan Orchestral 


ML13 Lel watan Progressive rock 
GB10 Ala babek ya | Traditional instrumentation 
safara 


The evolution of instrumentation choices is evident through a slow adaptation 
of Western musical styles while keeping the traditional throughout the decades. 


Below is a figure showing this evolution timeline by double decades. 


Traditional 


19 60s- Traditional 1980s- trecienel 2000- instrumentation 


instrumentation 


1970s instrumentation 1990s reellan ee 2010 Orchestral, jazz, 


progressive, rock 


Figure 2: Timeline showing the evolution of instrumentation styles by double 
decades 


4.3. Questionnaires 


The sampling procedure is thoroughly explained in 3.2.2.2. 
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Below is a summary of the survey answers through 6 figures and one table. 
Figures 3 to 7 represent general demographical data, while figure 8 graphically 
portrays civic attachment attitudes. Table 3 exhibits musicians’ percentage likings as 


rated by the surveyed sample, as well as song and memory links. 


4.3.1. Demographical data 


Participants were all Lebanese nationals with 12% having a dual citizenship. 
Almost half of them were born in the 1980°’s while 13% were born before the 1970’. 
90% percent of them live in Lebanon, and up to 75% of them favor occidental 


musical styles. 


Canadian 
1% 
French 


Dual 
Australian 3% 


Lebanese only 


citizenshi 


American 


Argentine 4° 
2% 


MLebanese MAmerican MArgentinean Australian Canadian MFrench 


Figure 3: Participants’ Nationalities 
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1940-1959 
5% 


1960-1969 
8% 


| 1970-1979 
14% 


Figure 4: Year of birth 


& Place of birth 


& Place of current residence 


Figure 5: Geographical distribution 

While many have answered Lebanon to both place of birth and place of 
current residence, the majority of participants were more detailed. Chart 5 represents 
the geographical distribution of survey participants according to two parameters: 
their original place of birth and place of current residence, if different from place of 


birth. 
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The following towns are included in the region descriptors: 


- Metn: Ain Aar, Antelias, Beit el Kiko, Bsaleem, Byekoot, Kornet 
Shehwan, Mtayleb, Rabieh, Rabweh: 

- Keserwan: Ajaltoun, Aintoura, Amchit, Ashkout, Ballouneh, Daroun- 
Harissa, Jounieh, Tabarja, Zouk Mikael, Zouk Mosbeh:; 

- Beirut: Achrafieh, Bauchrieh, Dekwaneh, Fiyadieh, Hadath, Hazmieh, 
Kahaleh:; 

- North Lebanon: Amioun, Batroun, Bsharry, Chekka, Kobayath, Zgharta; 

- South Lebanon: Nabatiyeh, Saida; 

-  Bekaa: Zahleh; 

- Abroad: Emirates, Kuwait, France, Cairo, the United States, Saudi 


Arabia. 


45 to 54 years (since 1960) 
35 to 44 years (since 1970) 
25 to 34 years (since 1980) 


15 to 24 years (since 1990) 


5 to 14 years (since 2000) 


1 to 4 years (since 2010) 


Less than a year 


Figure 6: Number of years in current residence 
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The parallelism between Tables 5 and 6 shows that most participants changed 
their living location to Metn and Beiïrut mostly in the 1980’s and 1990’s, 1.e. during 


the war. 


Figure 7: Favorite musical style 
Favorite musical style categories include the following genres, as specified by 


participants: 


- Occidental music: Fusion, Reggae, Rock, Alternative, Jazz, World Music, 
French songs, soft rock, Latino, classical, blues, hiphop, pop, soft rock, 
country, metal, semi jazz, Indie Rock, RNB, Electronic, Accoustic, oldies, 
scorpions, flamenco, celtic, post rock, electronic and psychedelic styles, 
house music. 

- Arabic music: Arabic songs, Tarab oldies 

-__ Diverse: Diverse, mixed, nothing in particular, all. 

- Lebanese music: Old Lebanese songs, Nasri Chamseddine, Ziad Rahbani, 


Marcel Khalife. 
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4.3.2. Civic attachment stance 


Figure 7 portrays the surveyed sample’s answers to the question: Which 


statement best describes you. Only 12% clearly expressed civic frustration. 


& | love Lebanon. | would rather 
live there than anywhere else 
abroad. 


m | love Lebanon, but | don't mind 
living abroad if conditions are 
better. 


B | love Lebanon, but | can't stand 
living there. l'm frustrated and 
will be leaving as soon as 
possible. 


m | never really liked Lebanon for 
various reasons. 


m Other 


Figure 8: Which statement best describes you? 


4.3.3. Songs, memories and musicians 


Participants were asked to name the first Lebanese song that comes to their 


minds when they think of war, and to verbalize what it reminds them of. 


Though some songs were cited by more than one person — Zaki Nassifs 
‘Rajeh yetaammar Lebnan’ for example was cited 12 times — answers show no 
discrimination between Lebanese-dialect songs and other songs using the official 
Arabic language. Here is a concise list of all the cited songs and the musicians linked 


to them: 
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Li Beirut (Fayruz); 

Bhebbak ya Lebnan (Fayruz); 

Atlek nniranaka la tarham (Julia Boutros); 
Ghabet chams el ha” (Julia Boutros); 

Ya natrin chou natrin (Rabih el Khawli). 
Aa esmak ghannet (Fayruz); 

Wa sakata al qinaa (Magida al Roumi); 
Ya Beirut (Magida al Roumi):; 

Metel el shajar mazrooeen (Hiba Tawaji); 
Lamaet abwa” el thawra (Ghassan Saliba); 
Mahma yetjarrah baladna (Zaki Nassif) ; 
Oom thadda (Magida el Roumi); 


Rajeh rajeh yetaamar lebnan (Zaki Nassif) 


ve 


Majdak ba’ee mahma errih (Sabah); 

Ya saken el aali tell mnel aali (Fayruz); 
Ana betnaffas horiyi (Julia Boutros); 
Waed ya Lebnan (Pascale Sakr); 

Shady (Fayruz); 

Ya menkoon rjal (Melhem Barakat and Najwa Karam); 
Maa el askar (Fayruz); 

Da” el khataw aal bwab (Political party); 
Lebnani (Assi el Hallani); 

Sanarjiu yawman (Fayruz); 

Mnerfod nehna nmoot (Julia Boutros); 


Saf el aaskar rayeh yeshar (Elie Choueiry). 
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It is interesting to spot one song that is not related to war at all but to a storm 
and two lovers (Wael Kfoury’s Layl w Raad w bard w reeh). It is equally interesting 
to see that one singer was linked to a song which she has not sung — namely Julia 
Boutros instead of Ghassan Saliba for the song ‘Lamaet abwa’ el thawra’. Also, four 
participants have explicitly chosen not to cite any song; some of their responses 


include: 


- _Jhaven’t lived the war so there’s no specific song that reminds me of it; 
- _Jhaven’t lived in a war period, sorry; 


- I don’t know any. 


The surveyed sample only chose to remember war songs with positive 
inferences. Though expressive, songs with negative inferences were not mentioned, 


except for one song about war-caused death. 


Survey responses were detailed and extremely informative regarding the 
remembrance link. I have divided the responses according to three contexts: General 
reminiscence, War memories, and national stand. Selected responses depicting each 


context can be found below. 


Context 1 — General reminiscence: 


- Old and peaceful Beirut; 

- _Itreminds me of my childhood; 

- _Itreminds me of my summer days when I was young; 

- Best moments with family and friends; 

-  Magida el Roumi’s songs remind me of our old TV and Télé Liban 


channel; 
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It reminds me of the Lebanese flag waving in the concert; 

3" grade, because we used to sing it with our Arabic teacher; 

It reminds me of our Independence Day Celebrations at school; 

Hope in Lebanon, feeling throughout my years of adolescence and young 


adulthood manifestations. 


Context 2 — War memories: 


The Lebanese war; 

It reminds me of war; 

Enemy invasion; 

War of 2006; 

It reminds me of the days of war; 

It reminds me of resistence; 

Reminds me of destruction of buildings and hope. 

We had to leave our home; 

It reminds me of the Lebanese war, of what our hands have done to our 
country; 

The sufferings of my family during war when they found out that their 
house was hit; 

Reminds me of my village and of the political motivation people used to 
have there in times of distress; 

It reminds me that [Beirut] has a heritage that I never got to know because 


it was largely destroyed before I was born. 


Context 3 — National stand: 
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The resilience of the Lebanese; 

It reminds me of the need for ‘Revolution’ in the face of oppression; 

It reminds me of the hope we had despite the dark days; 

It reminds me that my country is so precious, and the Lebanese army is 
always there to protect us; 

It reminds me that whatever happens in Lebanon, we will stay here in our 
lovely country; 

It reminds me that the war we lived in Lebanon is mostly the work of our 
hands. It reminds me that there is hope: 

It reminds me of how many times Lebanon has been through hard times, 
but eventually passed them all... I feel very proud to be Lebanese; 

Its a very important song; it tells something about the dignity of the 
people and the country; how much lack there is in maintaining the 
country, how politics are commercial; 


It gives hope. 


When asked specifically about the singer and songwriter of the songs, a few 


names 


were precise. This leads us to the last survey question, which was related to 


expressing likes, dislikes or indifference to musicians’ songs in general. Below are 


the percentage and actual answers to the question: Rate each of the following 


musicians on the provided scale. The two highest percentages for each musician are 


highlighted in yellow. 


Table 3: Musicians' ratings 


I  strongly | I I am D I strongly 
dislike their | dislike their | indifferent to ui Mar : LARAMRE like their 
songs songs their songs ne EOnE songs 
8 8 8 songs at all 8 
Charbel | 0.00% 1.67 % 8.33% 73.33%  |16.67% | 0.00% 


= 


Rouhana |0 1 5 44 10 0 

Fayruz 0.00% 1.67% 13.33% 1.67% 23.33% | 60.00% 
0 1 8 1 14 36 

Filemon | 0.00% 0.00% 10.00% 48.33% 25.00% | 16.67% 

Wehbe |0 0 6 29 15 10 

George | 0.00% 5.00% 13.33% 35.00% |38.33% | 8.33% 

Khabbaz |0 3 8 #1 23 5 

Ghassan | 1.67% 8.33% 25.00% 15.00%  |41.67% |8.33% 

Rahbani |1 5 15 9 25 5 

Ghassan | 0.00% 1.67% 8.33% 33.33% 35.00% | 21.67% 

Saliba 0 1 5 20 21 13 

Julia 0.00% 3.33% 5.00% 11.67% |33.33% |46671% 

Boutros 0 2 3 7 20 28 

Mashrou | 0.00% 1.67 % 18.33% 46.67% 23.33% | 10.00% 

Leila 0 1 11 28 14 6 

(Band) 

Majida AI | 0.00% 1.67% 5.00% 3.33% 31.67% | 58.33% 

Roumi 0 1 3 2 19 35 

Makhoul | 0.00% 1.67% 13.33% 83.33%  |1.67%  |0.00% 

Kassouf 0 1 8 50 Il 0 

Nasri 0.00% 0.00% 10.00% 51.67%  |18.33% |20.00% 

Chamsed | 0 0 6 31 11 12 

dine 

The 0.00% 0.00% 5.00% 15.00% 38.33% |4167% 

Rahbani |0 0 3 9 23 25 

brothers 

Remi 1.67% 1.67% 13.33% 55.00%  |21.67% | 6.67% 

Bandali |1 1 8 33 13 4 

Romeo | 0.00% 1.67 % 10.00% 56.67% 20.00% 11.67% 

Lahoud 0 Il 6 34 12 7 

Salwa el | 0.00% 1.67% 11.67% 46.67% 25.00% | 15.00% 

Katrib 0 1 7 28 15 9 

Sami 0.00% 1.67% 13.33%  |76.67% |6.67% | 1.67% 

Hawat 0 Il 8 46 4 1 

Wadih el | 0.00% 3.33% 11.67% 15.00% 45.00% |25.00% | 

Safi 0 2 7 9 27 15 

Zaki 0.00% 0.00% 6.67% 25.00%  |26.67% | 41.67% 

Nassif 0 0 4 15 16 25 

Ziad 3.33% 3.33% 16.67 % 10.00% 28.33% |38.33% | 

Rahbani |2 2 10 6 17 23 


It is interesting to note that three musicians have received ‘strongly dislike” 


votes. 
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4.4, Musicians’ interviews 


Four musicians were interviewed. They were mainly selected depending on 
their availability. Athought more musicians were contacted, only these four 
responded positively within a reasonable time frame. These were, by alphabetical 
order: Charbel Rouhana, Farid Sabbagh, Georges Khabbaz and Ghassan Rahbani. 
They were chosen according to availability, and their voluntary participation was 
solicited within ethical work frames. The songs of three of them were inserted in the 
song selection. The songs written by the Sabbagh brothers were not included in the 
songlist; the soundtrack of their latest play has not yet been published, and though 
Mr. Sabbagh had suggested sharing some of the song recordings by email, he later 
refrained from doing that. AI interviews have added much valuable insight into my 


research. 


The semi-structured interviews were conducted following the same set of 
questions with a few alterations depending on the flow of the conversation. A full 


Lebanese-dialect transcript is inserted as Appendix G and sub-appendices G.I to G.4. 


In the coming pages, I briefly describe each interview, giving first a concise 
presentation of each artist as voiced by him during our meeting, then describing the 


interview context and finally noting the general impressions. 


Charbel Rouhana is originally an instrumental musician, an oud specialist, 
born in the 1960s in Amchit, Kesrouan. He kindly welcomed me in his workspace in 
Adonis. The lights were warm and Albinoni’s Adagio was re-playing in the 
background. Mr. Rouhana, with his warm voice and poetic way of speaking, said he 
is first and foremost a musician though he experiences the urge to express through 
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words at times. He said he started writing songs in an advanced stage of his career 
and has since produced a few CDs. He is an optimistic man who frequently uses 
words like ‘hope’, ‘optimism” and ‘faith’. At one point, he stated that one of his 
songs dealing with foreign airport humiliation was based on personal experience, and 
though the experience itself was extremely negative, ‘at least something good came 
out of it’ he joked (good being the song). For him, the purpose of songs is to 
communicate the possibility of change; they are a personal expression of common 
pain that is echoed communally. He emphasized the importance of establishing 
social justice by enforcing a common law that is applicable to all in the same way 
regardless of personal beliefs, ethnicity or political affiliation. Though he is attached 
to his country, he is also appreciative of the opportunities he has to travel abroad for 
a few days. According to him, immigration is not the ultimate solution — being 
somewhere else does not mean leading a problem-free life, he added. The interview 
discourse and Mr. Rouhana’s own song interpretation are in parallel with the content 
analysis findings: a critique of the status quo caused by a discrepancy between reality 
and dreams. Artists dream and inspire others to dream along, he said. His songs 


always end with hope; ‘music is a powerful weapon’. 


Farid Sabbagh was born in the 1970s in Choueir, Mount Lebanon. He and his 
brother Maher — also born in the 1970s — have been writing and directing theater 
plays for the past decade. After viewing their recent play ‘Ta’ifa 19° in December 
2014 and noticing its intricate link with most of the content analysis themes, I sought 
professional contact information. Mr. Sabbagh was easy to access and very 
welcoming. The interview took place in a coffeeshop in a Dbayeh mall, surrounded 
by the hassle of post-Christmas shoppers. Originally a public hospital director, Mr. 


Sabbagh stated that he and his brother had thought of quitting the theater 1f their 
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latest play hadn’t come out as successful as it was. He insisted on being recognized 
along with his brother Maher at all times. His tone echoed with political activism and 
militant anti-sectarianism. Theater is a weapon of mass education, he said, a 
dangerous weapon that can be used both to construct and destruct national identities. 
He established a link with Ziad Rahbani who attended at least two of their theater 
plays and who, according to Mr. Sabbagh, complimented them as original and 
valuable. Mr. Rahbani is said to believe in a political ideological solution to the 
Lebanese problems as well. Though the interview included many repetitions of the 
same ideas, Mr. Sabbagh spoke of political ideologies and advised me to focus on 
songs rooted in a ‘cause’ while describing the current Lebanese artistic scene as 


‘decandent”’. 


Georges Khabbaz is a Lebanese artist born in the 1970s in Batroun, North 
Lebanon. We met in a coffeshop in Zalka. He was professional, welcoming and 
straight to the point. He is also extremely warm; he had come to our meeting on his 
bicycle and would look out during the conversation to check if it was still where he 
parked it. His answers are proof of his linguistic skills; his words are not repetitive 
and are always purposefully chosen. Though mostly famous for his theater, Mr. 
Khabbaz identifies as a musician. He believes songs are biologically linked to 
humans through their heart beats and sociologically influential on their daily 
activities. He is deeply attached to his country. He confirmed the importance of 
placing songs within context — especially theater songs — by criticizing commercial 
patriotism. Hope, he said, is in a fully functioning civic society to be established 
through education. Teaching tolerance and mutual respect at schools would 


strengthen the Lebanese society and keep it immune against divisions. 
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Ghassan Rahbani was born in the 1960s in Antelias, Metn. He welcomed me 


in his office in Naccache, within his father Elias Rahbani’s studio. He is the nephew 


of the Rahbani brothers, the cousin of Ziad Rahbani, and he strongly identifies with 


his uncles’ musical legacy. He denounces political corruption — having run for 


parliamentary elections once and lost the race. He also believes songs have a strong 


impact and that they pave the way for actual social change. He states opinions as 


facts, does not mind immigration for the sake of his children, and thinks Lebanese 


forgiving each other is ‘too good to be true” even though he sang it. 


The interviewee’s responses to the common questions are summarized in the 


following table. 


Table 4. À summary of interview questions 


Question 1 | Question 2 | Question 3 Question 4 | Question 5 | Question 6 
Why do you | Do you think | How would you | Has there | Do you think | What is the 
write songs? songs make a | describe Lebanon in a | been a shift in | there is hope | solution? 
difference? few words? perspective? left? 
Charbel | I want to | Hopefully | À dear friend | Yes Yes Civil laws, 
Rouhana | deliver a who is difficult written and 
message. to love. enforced 
Farid Songs Yes A schism | No Yes Eradication 
Sabbagh | entertain. between what of 
should be and sectarianism 
what is. 
Georges | Songs Yes and | Beauty. Yes Yes Civil 
Khabbaz | are no society 
Organic. 
Ghassan |It'sin Yes A prostitute. No Yes, New blood 
Rahbani | my though in politics 
blood. difficult 


More details from the interviews will be inserted within context in the 


discussion. 
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4. 5. Conclusion 


By comparing and contrasting the findings per instrument, the following 


pecularities were noted: 


- Songs convey both positive and negative thematic inferences; 

- The number of songs with negative inferences has developed in the past 5 
decades, though the audience makes mostly positive memory inferences 
with songs that depict war effects; 

- Some people, including musicians, are still holding on to some hope for 


change. 


These findings present mine-worthy facts. In the coming discussion chapter, I 
will attempt to forge them into a coherent set to reach answers for my research 


questions. 
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CHAPTER FIVE 


Discussion 


5.1. Introduction 


Earlier on in this study, three research questions were set and songs were 


brought forth as pathways to answers. The questions were: 


- How are war effects depicted in Lebanese songs? 
- Has the Lebanese population’s perception of war evolved in the last fifty 
years? 


- __ How:is this perception seen from a civic engagement perspective? 


While it was not practically possible to study songs dating back a hundred 
years as initially planned, songs in the last 54 years have offered very interesting 


insights. Below is a discussion of the findings. 


5.2. How are war effects depicted in Lebanese songs? 


The answer to this first question is strongly related to the function of music, 
as stated earlier. Music, in all its forms, impacts man profoundly for various reasons 
which are not the main topic of this study. In concurrence with the literature which 
claims that songs are powerful social communication tools (specifically Carless & 
Douglas, 2011; Wai-Tong, 2008; Mulaudzi, 2013; Armstrong & Greider, 2013), 
audience responses as well as artist interviews show that songs echo human 
conditions; one artists words are embraced by many through identification. While 


this is not always the artist’s direct intention — he might simply want to express 
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himself, as put by Charbel Rouhana — songs ask for a radical emotional and 


intellectual response; they are thus either adopted or rejected all together. 


The unique aspect of song listening 1s that songs blend into the context in 
which they were first or usually heard, and listeners embrace both of them as one. 
This explains the generous input survey participants placed on expressing what 
suggested songs remind them of, and some emphasized context even more than 
particular historical events (the TV channel, moments with family and friends, old 


Beirut, summer days). 


The following depictions can be synthesized: 


-__ Songs echo suffering (Fayruz’s Bayti ana baytak); 

- Songs express frustration (George Khabbaz’s Ala babik ya safara); 

- Songs are linked to either happiness or hurt-filled memories; 

- Songs enflame feelings of national identification (Magida El-Roumi’s 
Am behlamak); 

- Songs give hope for change (Zaki Nassifs Mahma yetjarrah baladna); 

- Songs call for change initiatives (Ghassan Rahbani’s Kermal el am bi 
mootu); 

- Songs sometimes suggest practical solutions to overcome war effects and 


prevent further conflict (Julia Boutros’ Ana betnaffas heriyi). 


The singer’s personal tone also plays a big role. Differences in songs might 
be due in large part to individual artist differences. While nationalistic sentimentality 


is common to most, Julia Boutros for example emphasizes ‘confronting’ and 
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‘praising military glory’, Fayruz ‘Nationalistic sentimentality’, Charbel Rouhana 


‘holding on’, and Ziad Rahbani ‘being sarcastic’. 


It is important to mention the Rahbani legacy, especially that it was 
mentioned by all four interviewed musicians. Audience ratings also show an 83% 
‘like and strongly like’ vote for Fayruz, and an 80% ‘like and strongly like’ 
combined vote for the Rahbani brothers while other musicians of the same era 
(mainly Nasri Chamseddine and Filemon Wehbe) are less known by the participants 
whose large majority (87%) was born during and after the 1975-1990 war. Most 
songs that directly depict war present a realistic version of it. ‘Shady’ presents a 
moving description of war-caused death viewed from a child’s perspective. ‘Rejet el 


asfoora’ communicates this basic message: war is ugly but there is hope. 


The main counter-argument presented by some — mainly Stone (2005) — is 
that the Rahbanis created a “myth”, a utopian nation that does not exist, and that 
much frustration is precisely caused by the discrepancy between this creation and 
reality. According to Stone's study, Lebanese songs dating back fifty years attempted 
to standardize national traits to create a common identity, which proved unstable 


when it failed to prevent war in the 1970°s. 


The interviewed musicians think otherwise. Some said it did exist. Ghassan 
Rahbani in particular claimed that even in musicals there were both good and evil — 
one might say honest and dishonest — characters, but hanging on to hope meant good 
prevailed, while the same dilemma exists today though in sharper contrast with 
today’s reality. In all cases, all interviewees agree that the image of what things 


ought to be like 1s not surreal; it once was. It is the deep contrast between what they 
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think ought to be and what is that disturbs them; what ought to be having been 


endorsed by acquired memories with the Rahbani music playing in the background. 


5.3. Has the Lebanese population”’s perception of war evolved in the 


last fifty years? 


Song analysis findings are aligned with the interviewed songwriters” initial 
intentions as well as the surveyed audience reception. Songs of the 1960’s are linked 
to their historical context which is marked primarily by a quest for an affirmed 
national identity. Survey answers are highly favorable to songs of that era as they 
remind the population of a beautiful past and incite some of them to take national 
patriotic stands, as shown in the survey results. The findings are also in parallel with 
the reviewed literature, starting by an idealization of village life as observed by 
Khalaf (1968) to a shift away from this idealization in a rebellion against stereotypes, 
to disillusionement (Khalaf, 2014), helplessness (Burkhalter, 2011) and adaptation to 
catastrophic times in an attempt to find “an alternative identity” (Westmoreland, 
2013). Throughout these changes, Lebanese songs have not been linked to national 
social movements, only to personal opinions and beliefs or to what Roy (2010) calls 


personal “cultural philosophies”. This is strongly echoed in the interviews. 


The results of both the survey and the interviews lead to think that it is not the 
Lebanese population’s perception of war per se that evolved, but rather its choices of 
attitude when faced with war. It 1s interesting to observe the general common themes 
that have emerged from the song lyrics analysis. Some have been maintained for five 
decades while others have faded in or out, with time. It seems that a change of 


emphasis took place in parallel with war, 1.e. ‘praising military glory” had faded by 
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the 1970°s only to appear again in the 1990°s, while ‘sarcasm” had appeared in the 
1980°s and increasingly grew in the 1990°s. ‘Discontent with the status quo’ seems 
to prevail in the present times. Reminiscence and attachment to land has been 


counterbalanced with sarcasm and immigration. 


Stone (2005) viewed the intergenerational Rahbani schism as a family- 
modeled miniature of the Lebanese schism — “the-family-struggle-as-national- 
struggle metaphor” (p. 152). By that, he means that the shift in musical style and 
cultural tone between the first generation of Rahbanis (the Rahbani brothers and 
Fairuz) and the second generation who is directly related to them (Ziad Rahbani) is a 
micro representation of the shift that has taken place on the wider national Lebanese 
scale. In parallel with Stone (2005), the results of the content analysis show a shift in 
attitude from a nationalistic ‘hanging on to hope’ stand to a critique of the status quo 
and sarcastic expression of helplessness in Ziad Rahbanï’s songs, though not in the 
other artists’ songs. In parallel with Khalaf (2014) who wrote about the evolution of 
Lebanese student attitudes from ‘idealism’ to ‘activism” to ‘disillusionment” in just 
16 years, the content analysis of songs shows this to be the case for Ziad Rahbanr’s 
and Mashrou Leila’s songs. Other songs and the survey responses defy this 
helplessness attitude by offering a glimpse of hope for change, even if distant. It 1s 
interesting to note that Ziad Rahbani got 67% ‘like and strongly like’ combined vote 
with a 6.7% ‘dislike and strongly dislike’ combined vote, the highest in the 
musicians’ list. Feelings of helplessness have not been found as abundant as initially 


predicted. 


Failing to live expected realities is what causes frustration and discontent. 


How one deals with frustration when faced with discrepancy between what should be 
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and what is, has been referred to in the psychology literature as the “adversity 
hypothesis” (Haïidt, 2006). It states that “people need adversity, setbacks, and 
perhaps even trauma to reach the highest levels of strength, fulfillment, and personal 
development” (p. 136). In other words, adversity leads people to a healthy 
determination of survival. In this study, more than half the surveyed sample (55%) 
appear to have not grown less fond of their country after witnessing war effects and 
have even crossed out the immigration option. War songs, however, though giving 
hope, seem to remind some that ‘Beirut has a heritage that [they] never got to know 
because it was largely destroyed before [they were] born’. That, indeed, is a sad 


thought. 


54. How is this perception seen from a civic engagement 


perspective? 


Interviewed musicians all have a strong civic attachment with an equally 
strong sense of initiative; they are using their music to make a difference; they 
interpret it as their civic contribution though interpreting its function differently 
(whether alerting the ‘mass mind’ or using songs as part of ‘mass educational 
awareness” through the theater). As Georges Khabbaz puts it: ‘The Lebanese are 
yearning to live again what they lived once; the incompatibility between that 
yearning and reality is echoed through sarcasm and feelings of helplessness’. Yet 
people who state that living in Lebanon is challenging do not claim a milder form of 


civic engagement. 


I have found that this study’s list of themes and thematic attitudes basically 


forms a three-dimensional civic engagement spectrum. In two dimensions, this 
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spectrum is partly inspired by Soriano’s “Objectives/Relationships graph” (2001, p. 
7) as well as Afzalur Rahim’s “Dual concern model of the style of handling 
interpersonal conflict” (2011, p. 27). The third dimension is inspired by Haiïdt’s 


Social Space graph (2006, p. 184). 


In two dimensions, one axis deals with expectations and the other with factual 
reality. High expectations and low reality outcomes would naturally lead to 
frustration, while low expectations and low reality outcomes would incur sarcasm. I 
dare add a third dimension to the spectrum which I shall call “hope”. It moves the 
spectrum within more complex, yet more interesting, dynamics. Loss of hope 
coupled with frustration — caused by high expectations and low reality outcomes — 
would lead to either a cynic stay or a decision to immigrate, while holding on to hope 
coupled with the same frustration would lead to either a deeper civic attachment or a 


decision to take practical initiatives. 


Below is a graphic representation of the three-dimensional civic engagement 


spectrum. 


K 
*, Hope 


Expectations 


Reality . 


Figure 9: The three-dimensional civic engagement spectrum 
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Hope produces an incentive to take action. Some songs denounce the 
discrepancy as if for the sheer sake of denouncing it, while other songs leave room 
for hope before they end, but with no practical suggestions. Some might argue that it 
is not the essential function of songs to suggest practical steps but to lift up the 
morale of the listeners. What this graph represents 1s the wide spectrum of civic 
attitudes. Where to stand on this continuum is a matter of personal choice and 


conviction. Different musicians have made different choices. 


5.5. Conclusion 


As stated earlier when discussing the efficacy of the American civil rights 
movement (Roy, 2010 in 2.2.3.), songs that actually make a difference are the songs 
that emphasize the communitarian sense of belonging through collective song- 
making. This study’s song list contains many such songs that allow the Lebanese to 
‘tune in” together in both song and feeling of national involvement. This is further 
sustained by an appropriate instrumentation style, namely through repetition or the 
choice of choir inclusion, especially an all men’s choir to convey rebellion or to 
show determination (Zaki Nassifs ‘Mahma yetjarrah baladna’ or Julia Boutros” ‘Ya 
thuwar el ard” and ‘Ghabet shams el ha” for example). The evolution of 
instrumentation styles is equally significant when viewed within the population’s 
quest for a national identity: what is referred to as ‘the traditional instrumentation” 
particularly frequent during the first 2 decades, seems to give way to a generally 
occidental instrumentation style, including but not limited to orchestral, progressive, 
and jazz music. Yet musicians’ ratings by the surveyed sample show a distinct liking 


for non-progressive musicians. 
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The lack of consistency in words and actions and the discrepancy between 
civic laws and the corruption of law enforcement systems justifies the frustration 
lived by the Lebanese citizens. This echoes a bad classroom manager who, through 
his inconsistency, leads his own students to despair then chaos. Sarcasm is thus 
understood in context; it is a double-edged sword. Georges Khabbaz’s ‘Bel aali el 
aali” is said to be a critique of commercial patriotism where musicians would sell 
their lyrics in the aftermath of an event while the lyrics have not much to say, and are 


only sung to show off a hallow show of patriotism. 
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CHAPTER SIX 


Conclusion 


6.1. Introduction 


Music is powerful. Perhaps because it is a metaphor of a better world where 
peace is conceivable, where a song never ends with a dissonant chord. Even from a 
relationships’ perspective, as a musician once said, ‘it is very difficult to hate 


someone who passionately loves the same music that you do.” 


Songs, too, communicate. They speak of yearnings and realities, both bitter 
and sweet. Though some of the analyzed songs suggest solutions to the Lebanese 
dilemma, not all agree on what the root problem is. Two out of four interviewees 
state sectarianism as the principal problem, and the establishment of a civic society 
with its set of civic laws and a clear law enforcement procedure as the solution. 
There is no proof that this will eliminate war; there seems to be a deeper abyss that 


leads to the chain reaction of war and peace. 


Though discussing the metaphysics of war and death does not fall within the 
scope of this study, the previously discussed results and findings breed interesting 
implications and ideas for future research. Moreover, as everything in this world 1s 


imperfect, so 1s this study; limitations will also be covered in this final section. 


6.2. Implications 


This study has three major implications in my opinion. 
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The first 1s the use of songs as social science research tools. The evolution of 
discourse mirrored certain aspects of the evolution of civic engagement and helped 
refine my own understanding of it. The research process also had positive feedback 
from enthusiastic Lebanese people who got all excited when trying to remember 
songs that would fit the research description. À wonderful time was spent with 
family and friends delving back into memories and setting each other on fire, both 
with patriotic feelings and with empathy towards the continuing political struggles 


and human sufferings. 


The second major implication is the importance of educating for civic 
engagement, democracy and citizenship not just singing about it — though patriotic 
songs have always nurtured a positive sense of belonging. Charbel Rouhana had 
always heard his teachers say: ‘My freedom ends when the other person’s freedom 
begins”’, but he said he and his school comrades would memorize it for its poetry and 
lyricism though one could not fully grasp its meaning. This seems like a soft skill 
that schools better start teaching soon. Lessons, activities and workshops would be 


more than helpful where they are asked for. 


The third implication 1s also educational. Songs are a channel of hope, both 
for musicians and for listeners. Though mainly therapeutic, this reveals opportunities 
for educational initiatives for teaching how to deal with grief (See Roberts & 
McFerran, 2013, in 2.5.2.1.). The coming years already seem heavily packed with 
scenes of death and stolen childhood memories. Songs can here too be powerful tools 


for change. In the words of Denzin (2011): 


Globally, cynicism and despair rein. Never have we had a greater need for a 


militant utopianism to help us imagine a world free of conflict, oppression, 
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terror, and death. We need oppositional performance disciplines that will 


show us how to create radical utopian spaces within our public institutions. 


6.3. Limitations 


When looking up songs for this study, the lack of organization was 
exceedingly evident. There are no or very rare initiatives to standardize song 
archives. À few exceptions can be found, but overall, most websites offering lyrics 
are social discussion forums. The overviewed Arabic-speaking websites were chaotic 
and offered samples of social blabbering at its best. They proved to be a completely 
non-reliable resource, although there were some independent attempts at organizing 


information. 


What was particularly unhelpful was the fact that no dates were mentioned 
unless the artist had a professional website or an official discography — which not 
many Lebanese musicians have. Even the archives list that was generously shared by 
the production house I contacted, and the dates I collected during my personal visit to 
a major music recording provider, proved insufficient in these regards. Many songs 
could not be found and those that were, were included in digitally re-mastered CDs 
with no mention of the original recording date. Thus the approximate listing by 


decade. This is a source of frustration that I have not been able to undermine. 


In terms of generalization, the present study is not generalizable. À more 
thorough survey needs to be conducted with a more diverse sample, as well as an 


interview process with, ideally, all living and willing musicians cited in the study. 
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6.4. Future research 


The importance of the current research cannot be underestimated when it 
comes to the insights it provides. The current Middle Eastern context — with all its 
share of ‘revolutions”, political changes and the need to fine-tune the meaning of 
‘Freedom’ is particularly in need of such studies. Attitudes need to be transformed 


into initiatives. 


The research topic offers promising insights into the Lebanese culture and its 
evolution in the last half century or so. The adopted interdisciplinary approach also 
opens up new research perspectives and provides valuable ground for future 


applications in the world of education, be it civic, linguistic or musical. 


6.6. Conclusion 


When asked if there were any hope for change, not everyone answered with 
conviction. What is more resounding is the fact that songs change things — maybe not 
the world but they change people. À song has the potential to change the person who 
writes it as well as the person who listens to 1t, if only while it lasts. Deciding what 
to do with that is a personal decision, and claiming to have a solution in mind does 


not mean that the marathon is completed. 


Some people might disagree on whether songs depict myths or remind of 
truths, or on whether songs create hope or are simply remembered when one needs to 
hang on to something, anything. During the Second World War, concentration camp 
prisoners would gather to make music for various reasons, 1f only to prove that there 


is no horror that music cannot breach (Giner, 2011). Georges Khabbaz had cited the 
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well-known ‘Beauty will change the world’ paradigm. Whatever attitude is expressed 


through songs, listeners seem to remember the ones that give hope above all else. 


The Lord of the Rings’ quote I started with in my introduction does not end 
on a sad note. Though not remembering the complete lyrics of the long and sad 
Elvish song, Legolas had not forgotten the ending. It too was full of hope; it awaited 
the spring when Lothlérien’s voice would be heard once more, and those who 


remember her would recognize it. 


[Lothlérien faced evil and sorrow.] Then many of the Elves of Nimrodel's 
kindred left their dwellings and departed, and she was lost far in the South, in 
the passes of the White Mountains; and she came not to the ship where 
Amroth her lover waited for her. But in the spring when the wind is in the 
new leaves the echo of her voice may still be heard by the falls that bear her 


name. 


(Tolkien, 1967, p. 444) 


It turns out songs are more powerful than even I had thought. 
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Appendices 


Appendix A: Song list by alphabetical order of singers”’ names 


Title Title in Arabic Singer 
Il AI hamdu lellah à Mall | Charbel Rouhana 
2 Ala chou mekhtelfin lise gù le | Charbel Rouhana 
3 | La chou el teghyir D#ill sl | Charbel Rouhana 
4 | Bayti ana baytak és G is | Fairuz 
5 | Baddna nkammel belli be’yu a AL Jai by | Fairuz 
6 | Bhebbak ya lebnan OÙ G él | Fairuz 
7 | Biulu zghayar baladi sb jé) ss | Fairuz 
8 | Btetloj eddeni Sd alé | Fairuz 
9 | Eswarit el aarous Da 3 jell 8 gl | Fairuz 
10 | Fikon tensu saë CS$ | Fairuz 
11 | Lawen rayheen sl) Ca | Fairuz 
12 | Rah neb'a sawa lou Air) | Fairuz 
13 | Rejeet etl asfoora 5 ) hall Ces ) | Fairuz 
14 | Shady sil | Fairuz 
15 | Tleena aladdaw pal le Lall | Fairuz 
16 | Zahrat al Janoob sil 8 ja 5 | Fairuz 
17 | Ala babek ya safara 8 ju L él de | Georges Khabbaz 
18 | Bel aali el aali all ill | Georges Khabbaz 
19 | Kermal el aam bi mouto | 35 au aalll Je $S | Ghassan Rahbani 
20 | Bicharafkon hada yharkech JS >> ls GS ji | Ghassan Rahbani 
21 | Lamaet abwa’ethawra 8 ) sil lai Exdl | Ghassan Saliba 
22 | Ana betnaffas heriyi À > Qui Gil | Julia Boutros 
23 | Ana khawfi aa wladi se 35 LU | Julia Boutros 
24 | Ghabit chams el hakk Gall vuaë ulé | Julia Boutros 
25 | Hkayit watan ük ss | Julia Boutros 
26 | Nehna ethawra wel ghadab uill 8, ll Gi | Julia Boutros 
27 | Ya thuwar el ard u2)Y JL | Julia Boutros 
28 | Menettaboor D#dall Ge | Mashrou Leila 
29 |Lel watan ükÙ | Mashrou Leila 
30 | Aam behlamak és; «> | Magida El-Roumi 
31 | Shaabak wa’ef berreeh cl cal ; luë | Magida El-Roumi 
32 | Allah mhayi aaskarna Ü ue use Al | Nasri Chamseddine 
33 | Nater ana nater JG Ut JEU | Nasri Chamseddine 
34 | Klashinkov si SLÈËS | Philemon Wehbe 
35 | Kan enna bayt Sy Ge JE | Remi Bandali 
36 | Otoona tufooli À LI Lbe | Remi Bandali 
37 | Ulooli waynun Où il ë | Salwa el-Katrib 
38 | Rahu w lebsu tyab el gherbi À juil US | sul s sal, | Salwa el-Katrib 
39 | Ya rayeh &\ 0 | Salwa el-Katrib 
40 | Yemken bukra 13 Sa | Salwa el-Katrib 
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Sami Hawat & 


41 | Buab el farah g Di ol 3 Makhoul Kassouf 

42 & Ga | Sami Hawat & 
Shbeena ba’a Makhoul Kassouf 

43 | Oom mnel beer ya yoosef gb ji Ge ë | Wadih Safi 

44 | Yabni lb | Wadih Safi 

45 | Mahma yetjarrah baladna Gal y aû age | Zaki Nassif 

46 | Raje yetaamar lebnan Oil jar aal) | Zaki Nassif 

47 | Ana much kafer JiS Uhe Gil | Ziad Rahbani 

48 | Ana walla fekri 5 >$ Al; Gi | Ziad Rahbani 

49 | Annizam edaill | Ziad Rahbani 

50 | Chou hal jil alla 5 | Ziad Rahbani 

51 | Nasheed el thawra 8 ll a | Ziad Rahbani 

52 | Oom foot nam eb és À | Ziad Rahbani 
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Appendix B: Song list divided by decade from the 1960°s until 2014 


List of songs according to recording date, artist and author, divided by decades: 


Decade Song Song title Singer Author 
code 
1960-1969 | F60s-1 Badna nkamel Fairuz Rahbani brothers 
NC62 Allah mhayyi askarna | Nasri Rahbani brothers 
Chamseddine 
F62 Btetloj eddeni Fairuz Rahbani brothers 
F60s-2 Lawen Rayhin Fairuz Rahbani brothers 
1970-1979 | NC70s Nater Nasri Rahbani brothers 
Chamseddine 
F70s Bayti ana baytak Fairuz Rahbani brothers 
PW76 Klashinkov Philemon 
Wehbe 
ZR70s Nasheed el thawra Ziad Rahbani 
SK70s-1 | Rahu w lebsu Salwa el | Romeo Lahoud 
Katrib 
SK70s-2 | Yemkin halla Salwa el | Romeo Lahoud 
Katrib 
F72 Tlena ala daw Fairuz Rahbani 
MR75 Am behlamak Magida Said Akl 
AIRoumi 
SK70s-3 | Yarayeh Salwa el | Romeo Lahoud 
Katrib 
SK70s-4 | Oluli waynun Salwa el | Romeo Lahoud 
Katrib 
F70 Shady Fairuz Rahbani 
E77 Bi oolu zghayar baladi | Fairuz Rahbani 
F77-2 Zahrat al janoob Fairuz Joseph Harb 
1980-1989 | SH80s-1 | Buwab el Farah Sami Hawat Makhoul Kassouf 
F80s-1 Rejet el asfoora Fairuz Rahbani brothers 
F80s-2 Rah neba sawa Fairuz Ziad Rahbani 
(arranger) 
F80s-3 Fikon tensu Fairuz Joseph Harb; ziad 
rahbani (arranger) 
F80s-4 Eswaret el aroos Fairuz Joseph Harb 
GS87 Lamaet abwa el | Ghassan Saliba | Mansour Rahbani 
thawra 
MR32 Shaabak waef berreeh | Magida Henri Zogheib 
AIRoumi 
RB80s-1 | Kan enna beyt Remi Bandali 
RB80s-2 | Atoona ttufooli Remi Bandali 
WS80s Yabni Wadih el Safi 
ZK80s Rajeh rajeh yetammar | Zaki Nassif 
ZR3S Ana much kafer Ziad Rahbani 
F80s-5 Bhebbak ya lebnan Fairuz Rahbani brothers 
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SH80s-2 | Shbena ba’a Sami Hawat Makhoul Kassouf 
1990-1999 | ZROOs-1 | Shu hal jeel Ziad Rahbani 
JB92 Ya thuwar el ard Julia Boutros 
JB91 Ghabet shams el ha”? Julia Boutros 
WS90s Oom mnel beer Wadih el Safi 
ZR90s-2 | Ana walla fekri | Ziad Rahbani 
hannik 
ZK90s Mahma yetjarrah | Zaki Nassif 
baladna 
ZR90s-3 | Annizam Ziad Rahbani 
ZR90s-4 | Oom foot nam Ziad Rahbani | Joseph Sakr 
2000-2009 | MLO9 Taboor Mashrou Leila 
JBO1 Nehna el thawra Julia Boutros 
GROB Bisharafkon hada | Ghassan 
yharkesh Rahbani 
GROS Kermal el am bi | Ghassan Elias Rahbani 
mootu Rahbani 
JB07 Ana khawfi aa wladi Julia Boutros 
JBO4 Ana betnafas heriyi Julia Boutros 
GKO8 Bel aali el aali Georges Khabbaz 
CRO8 Ala shou mekhtelfin Charbel 
Rouhana 
CRO6 La chou etteghyeer Charbel 
Rouhana 
CRO6 Al hamdu lellah Charbel 
Rouhana 
2010-2014 | JB14 Hkayet Watan Julia Boutros 
ML13 Lel watan Mashrou Leila 
GB10 Ala babek ya safara Georges Khabbaz 
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Appendix C: Complete song lyrics written in the Lebanese dialect by 


alphabetical order of the singers”’ names 


AI hamdu lellah 


à dasil Charbel Rouhana 


jai at Qi Crais 5 1 jgll Cast diras 


diñasil dires] 


Dojle AU gl ct, 
Jill ginsls Âc jus All uns ne 
di dsl dites 


Gb (lé ge s can Lt 3 LR Le 
cu Lilas 8 je Ÿ 3 (la 1 (he (il ga 
didas ll diras 


wi sie Jals (uaul ; Qililll Lil (053$ Cou 
gas 13ls Le. Péliss félins futins Palau 
didanll diñasil 


si ie Qi allés dl (3e Go 5 
Sala (oi 5! «ilG pal EEY sù 
de qe Von lit 


Gi ad 4 s ül,. ins 4 ls 
OUYT Ja à gas CS Ca 
Cobs çgibe 5 alu ..Gixs allsil 


Oil Lis Di Ge 156 
(4) SL cn de lai BA Lie 


Jade gi Of dis dis au 3 À Lé 
Dh élles 5 en (sie 6 agi 5 5 als Qu Lil 
lait (ou 5! € GG pal EEY 


À dasll (3) all irasil 


Ala chou mekhtelfin 


oiliss pù le Charbel Rouhana 


AU Gb a0 23 à9 CE 5 (30 «él (ul 23 
(2) 2 ln spé 5 5 oû (3 sl sil san 


M Mal el 3 US" 
(ob 54 ali, foule si le cela 13) 


Gälal L Allalla (él calill Caïs 
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OPTOIr 


cl Lola sil ge « ail) ça (5 58 La 
LAB 71) Cuss cas ju ail 


«gb L cout Lage sl (53h L élie Guns Le 
«gb L couts Lage 6 (sal L délice ue Le 5 
gb 


(3) AILEYYE 

(2) sal qui aâlie 3 lsgll Gadi jade 
Le O8 ssû (JS sélie 55 3é ss 
fonilise pi le 5 elsgll ile ani s 

«gab L cout Lage sl (53h L élie Guns Le 
«gab L couts Lage 6 (5h L délice Que Le 5 
gb 


(3) Al beYYL 


La chou el teghyir Daill sl Charbel Rouhana 


CS padae (ob 5 pi se JU ae il 
(2) ils lis que s lise dllévis 
Qi all; cils NSYI ia 
mil pit 15 Lagaudl is 


Ci A (bi 3 eg pie AL 
(2) ils ss Less LS sil dl ,S8 sis 
OS jé Desass Le C3 pal SŸ1 Cia 


Dill SËl CiS (éia lbs 


CS Abo (ol es oalille poli se (AL 
(2) il sa plall s Gutall Jia Jssinall 
AIS ga l'onaiau s C5 cayl ll (ia 

Daill Sël CS ES is 


Cu Ai, jall ui, Al bi se (AL 

(2) Si Jasls cclai ge Hautes) De (oi 
Ci gill , Ci slaall Cie 

Daill pl CS Cie dis 


CS LS 8 (us AU ss he (Al 
(2) Si élu s Gui} 4 lé ins (ds 


Dilà Cu gall Qis Oilà Uluall ia 
Jill il CS (ia sil Les s 
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(2) il dus Qi 7) dlaï Loge pas Lage 
CAS ju lLomauus Le O3 las QI (ia 
all il Ce le cas 


us À 59 (sl cle 5 8 pnell Gui ae Al 

(2) A5 Cu 5 élan 8 phalls Lil eau Laga 
là Lois 3 Vloë cils OI ia 

Dasilt Sùl 8 Ge s (6 5 


JS qi (98 Sie 5 ÂGE 1 pau ae LL 
(2) 35 dé LS Vs as a lt ab 
O5 lai, cils EI à 

(2) ill sl CMS (ésèpe sell Lis 


Qatill 3Y 31 Lay s ça Y 418 8 jai 

cal ls lle als 8 3e dal (IL 

be Gi Dhs Je (le ill SL 

sl All ie is ve Le y 

ill All de din JleS Gite Qi oui Qle cle asill QU 
Dasill dll ts JU Loge ls le it Gens le Gale ill CSL 
juil dl 


Bayti ana baytak dy I is Fairuz 


gaall eus élinüle JS Ce ls Qi Les lis LI (is 
Cl Queë g Qalèe dits Slal Ses Abe db 


ie js (sal qoilui Y él jé (I La qoilui Y (eilagsY 
Ale Ju las élec (je alles (dial À jt ile Y 4 él ill late AB y 


aa gas étinlile JS (je las (gli Le 3 is Ul (sus 


CSluall Quai L élla dis ca All (2 jf Ce 
Cult Quai L élla dis Ca All (2 jf Ce 


CSluall Quuils dla aire Ca all 2 À Ca 


CaSLudll Quaë L (itauii Y çéilegi Ÿ 
CaSLuall pad Li ituif Ÿ (éilegi Ÿ 


CaSLudl} puede itauii Ÿ (éilegs Ÿ 


gale Eli pue (5 gas (LS éllasil ae Os 3e gall Citiil Ce Cine sllaall AU Ce 


ie dus ji (ls ae lle Lis 

CaSluall Quuils élla airs Ca all 2 À Ca 
ia g ill Lie ) jù œaalls 

lou Le ua 3 (95 gauci GS HI 

GS | we JL 5 g jan L (eau 5 


CHÉluall qua (il (ils Ÿ 
ge bu es none ti 


SD 02) Ls € a ge Lg ja Lo s 
CHSludll rats célla site ca satt je jf die 


(gra Ebil Ci je (3 5s Ce lili 
OSluall Quaëls (lui Ÿ (legs Ÿ 
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Baddna nkammel belli be’yu 38 Qi Jai Las Fairuz 


4 à 

Cie Li Y| ySisa 

À Lürslé 

5 5 ii GI ns à val gs) SE! 5 coll 35e; La 

Del 228 C8 is Un JYb OS ler 7 Ë Cerau (338 DSihel ge 
oblle GS x Las 

DS Dai lolâtes Cas lol sâu ae 

Qaill JS qui dus gun (à Le lai Ÿ 

Jafie g lot QD DES Caun ES | sie 


où li la sen) 5 Le Yi Gi bll je 
ès Qi C8 333 Gatill aDUBII 1 sage 
sé Qi aie 36 JE 3 y péall Jess Lay 


aù lb JaSi Las ouës CL Jai Lis 
à à OS UE JUS 
aù Gil JaSi Las oués CL Ja Lis 
à à 05 UE JE 


Lui a us Li Qiaf Loti b 
ls pres OS JL CSY 3 CS (he 55 il (Ka gai 
A) US Ça rl vs JL il 

D OS js 5 GS (in pe Gibis CUS 
cinall je ISLS all Ge ds sl 

Au all Call JET JS Ga 5 5e ce ia 

aa GS paf CAS 3 


ol ol el ol 


Bhebbak ya lebnan OÙ L élss Fairuz 


dla, éllgus él sis délais ébss (3b 5 D Oui L és, 


ébs éllguy él sis élllads ss Gil 3 L oÙul L dis 


bb ot L dla es Le Qlll sf 5 ei où buis 
ébs éllguy él sis élllads ébss is L Obul L és 


bb ot L dla qi Le Qlll sf 5 où où ui 


laall Disc L 5 GB) s dal ball Loue 4 El où élie 
Gigi Ua NI EU SU go ji all la Yi Cléit (is jt œil 1, 
Qi ji ve NI EU 54 go ji all la Yl Cléit (is jt œil 1, 


ds dla 5 éiss dl jéès ds dla 5 éliss dl jiès 


Au (je lé él g 8 seul s LE (Silui Ÿ ou) g alé Ul 
Sbsbott és s 
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ébs éllguy él sis élllads ébss is L Obul L és 
bb ot L ls qi Le Qlll sf 5 ei où buis 


ls 3 D ylale 4e 5,5 si dy je où (5 gl 
ds 3 5 ylalle 4e 5) je sgall alu js 5ù Gi sil 
sal Qñll 5 al XI Ga ds Gl ae al of 
dial) Quäll 4 Àal SI cul ss GLS ae Lab HE 


Qi 3 56 él y Gas 5 és Gers Li sil Las It s 
bot és s 

ébss éllguy él sis élllads ébss is L Obul L és 
bb ot L dla qi Le Qlll sf 5 ei où buis 


Bi’ulu zghayar baladi ONE Fairuz 


GlaYlouill Qué Gandi y oué Àal SI (sb jme Cul (sal jé 5 lolsès 
Et 

JS 3 pis sh ll si an aù lab sl'bn ds 5 js Lab JG GS 5 JU lolsiu 3 
cb L (csaé) ÀS jade y sie él L bb sil pes 4 jaill 5 js L 

sb bodies Les us Gal 5 jé 5 b 


Btetloj eddeni A ei Fairuz 


OÙ abus (late 3 ba Yl salés Out 59lll ya 5 Es 


À jall éluoë ; Aisdll état Âne dll y as dluis 


ia Lé L élas dilla Qi Li pas jai Us Lib y 
alé La eat ie diÿ ue Léa, 


(2) ill ualat das Cul Bi Qiall just Qi ai 
4 all éluaë ; Lisall dati ie dll, , ie élus 
À jai had 


Eswarit el aarous On 9 pri 8 pl quil Fairuz 


Dial Gil 5 colis sae il 3 (2) Saab (ol ge Cou s pal 8 1 ul 


Daisll Qt bye jalls il 5 Dell 4 56e Qibxll bu , 
sil Qi 5 aus éllas 5 Dogs ii 505 alsù s 


dale Jin 5 jh june pas al lu 505) lie Jals QU 
el dass jy Le al 38 Cul xl Cluses sai dbie 51 ei lys els (il 


Doinll ip 5 sn rl) CIS ge gl) le sù 5 gui La Le sù 5 
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«ll Wie él y5 gl Sas ll (2) € sl Gun 5 la su alles call 
pin Que L a It Cas 5 ai Ge ç Y Go suûll Qui L 3 


(2) ça ça cola cola 
init Qi SL Gi sl gaie nil 3 DA (el sale Con s jall 8 ji sul 


Daisll Qt jt sie jall il 5 Dell 43 56e Cixll Ji y 
Ssiall Qi 5 aus élles 5 Dogs ii 505 ps alsù 5 


Fikon tensu pa OS Fairuz 


(2) ls pp l'ont CS 

SL» 3 )33 80 j3ll Go lou CS 
eUYl «(AL Y| RSI « js loxuii (Sas 
ES QU sal s 

OS slouile js Le gi SI 

OUR 5 «CS 9 | gant Le 


gage Jlaells s AS (5 aus I Lil 
gHhjg si jlell y AK (03 gas I Lil 
is Le (is 5 pe V5 (oimn 5 (83 Lens Le (Sos 3 


ÈS GRR GA (y 
ile 5 dl ju Le 5 Qi que dj 
ok » él ji La 

SE 5 USE y couts Le 


(2) Ste joue louis CSS 

OSEbu ) 55 83) 3ll Gol louis CS 
BY «(AL Y| RSI « js louuïi (Si 
ES QU sal s 

oSibslouiile js Le gi OS 

QUE 5 CS 9 | gun Le 


Lawen rayheen sl) Ce sl Fairuz 


Gassl » Css 
Ca élue Cu sl 
Ca élue Qul s 


Oh daxise sù 
Sub se Gore 
rit Dual 

Dates Délai Ur 

D Se Ag he il 


Fes ji Cal cos V1 3 
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ailes jie Quall Les yiie 

LS jiy Le (All ill 

Jiläie se Lil si dl jee ae Lil Sù 
Jats Ull GA à 38 Ÿ 63 js dl qu gall Y 
aie Las pie lies 3h s 
Dabli el (oi Le aililall asill is 


Slsosls Due Cale Din 

call adte loyal ieus dus Ce 5 jar 
Line Sat 5 35 quelle |jue s | je 53 
es clhlele G yen où 

| lat si GG els y 


Rah neb'a sawa ETS) Fairuz 


G3sUS Z sell ils LOS A à 5 Ce 
(2) 55 ii oc Dell ik s L Gien (Al a sl 


Sie Mix ds 
ebÿ cui 5 LV ii 5, noël à il és éluë ; 


«5.7 US & gall 3 3 L GS QU à 93 Ca 

(2) ss io à ll il 5 L Gien Ga sd 
Da dtiSLeu rail (5e dat 

eÿ cui 5 LV ii 5, uaëll à il és éluë ; 


da li as Le 1 gsl ) Qi ste y Le 
(2) oball Ge gi M salles «de 


Ca gli col 99 Le quel élire le 
C3 pans La 6e pau Le (ol all (1 3 Li ae 
cl is Qi à pe cuil cuil 
cf is QU à pe cul cuil 


bas gt den; 
(2) all le 5 çgile  L élan y 


nl y sal il 3 LOS QU à 59 Ce 

(2) «59 big) pl ls Lies Al os 
SYall files puaill Ga lat 

PI cas 55 UV Ci 54 uadll 3 il dis lei 3 


Di te Cailpall éllii 5 1 Bill Cul Ce 


E Dai Ge V] gall Ga Ga ; 
gaie A 82 5 ue JU lila QU CS SAT agi Ce 
4 al de 5 paill ds 
dal Giles paill (la 
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Rejeet etl asfoora 5 géaall Us , 


Fairuz 


AS Ce JA Ji Can y Alu qull 3 
ENSIE NBA RS" 


las cn js La 3$ ji Lai 
lle Ji QU Gi sal el 5 
ssl lost A OS 5 


Das Cible 3 gai CS pe 5 

sinll J&Ÿ Àa 3 ja ajill 

LA ess dates 

Dal Ghss nel Ghsc jngll Ge s a1g5 1 A 
nl AS nl 6 all all 5 


SmicToeicoe cou 


da ll (ue 5 y ghoxll Lies 
sais de 3 Gélaull al ; 


lé Qaelul sosie Jill 


DÉS Lis 5 Dis 1,1 
ill JaŸ all cils, 
Gill JAY all cils, 

| I 1 31 1 31 
à 586 Qi cel Gb; 
Cu 1 1 31 


Bmicoeicoe cou 


micro umeir) micros mer) 
micoæesoéidilgin  pglimestirodletmesr) 


Ale Qiiall Oil, de te (2) cale laut Gti le Gaiall Oil s 
del 2 pod Je cu oi 


AN casit 20 casat nie odllssal 
sal ga 55 AI sal ns 5 also ill ei (2) b 54 aball Gb L 
Fall ga 55 ga 55 ga SE 

all ga 55 AI jaill ss 5 allo il ei (2) bb ball Gb; L 
Sail ga 55 a 55 ga SE 

sil ga 55 all ysall 2 Sibsbsbsl 

Shady ali Fairuz 

(SL dent CS el 3 Ul Gall (il sall Ge cs Loue (où US 8 né 5 5 Ul Ole 5 je 
els, glill le Lil «5. lié çostà 4 Ul 


Lsell ls sl ; jé j umci laalle Lis 


Gi Gill 5 Jille ch Jlill Les 


li gl ai Œue Le lyñe 3 Ce 5 


al gl) 51/5 je Ca he 
aile «gile cb ee 
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(gl ll deu deu 5 (éixauy Le la ail 


ail gl) sb) all, 


Due pus (got 3 I pois 


Tleena aladdaw all de all Fairuz 


Es dit 


issue Hell | in le tai ml le Lab all Qle Liells 


À js Luis j AGE LA 6 ja LA y L 


SN het A Let ml le Lab all Qle Liells 


4e Lis AL LA 8 54 ss LU 
(2) all le Qiislh gs j all le Qlalle 13e 


gs él ls Dé 5 Lis Lis À SIT 51 dé 
4 ji 5 lle Gill js tosntestit 


a Gal As tt 23 le Lull qll ie Liall 
À ps Lis ÿ UE LA 56 8 5 ds L 

(2) CSS Ni Gge 135 GS Ni Cela 15 je 

: le nil molle salle La Lual 5 CS Si Las 
Ajuia g4igume jilue 


Rai eee RM Tèl ml le Ualb all Qle Liells 


À js Luis j AGE LA 6 ja LA js L 


(2) la los al 


Zahrat al Janoob EN ESS Fairuz 


ché 5 je L GS 5 jghac Lo siall 5 ja 5 L 
QG jièl Linall gas RE a Au ja hui eus 


ai sl 8 jeûll Lsall ai el dl SI ap all 
Les els (osiall (5 puis deu lé si Hei Ji ai cl 


Sul (see L Si 5 jghac Lo siall 5 ja 5 L 
5)S V2 523 (53 8 pas 5 ja pS 5 Ge Cibil ; Ougill (il ir où Gb 5 
ls son los son los son Âléé gas lébau Las 13 5 35 Âlié g As VI (oi 


Ala babek ya safara 8 jé L élb le Georges Khabbaz 


ds is gl lon 3 505 gl, QI lou JA LE pe allall 5 ju L él de 
JL 25 ae pllall 5 ja LU ét de Jus gual je Qurauces 5 Ji, 5 li JEU 


dés soie qi ft tas 5 505 ul > ll ta di sis eat é Ju ty he 
At JB se allell 8 au L él le dés sal à is A Em eee 


Da y cuei 8 jhilla (je s 8 ja pri las Os lee AGDE (ous 3 8 LES (ola 5 Ain (sta 
JA je ae pllall 5 ju LU ét de He gleë | 56 pe 8 ju sal (tal s 


(OI 3<) 
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D se Ghbiue & Of s 2 ls ali dl il le jeu JE 


Ji EN Lu Sy 8 billes Âlall ssl OS gli (AL lan 35 lus sle (UN lan 
JA Ji he allall 5 ja L ét le dl sh) 505 AS JS 3 pee (ni 
dés is gui ii laua 5 8 5 qu ll lan JA Si he allall 5 Ju L él le 
JA Ji he allall 5 ju L ét le dis pl jé quan 8 il, 8 li JEU 

Bel aali el aali ACPACE Georges Khabbaz 

ll ol élaul ai )1 le ssçibsl 

(2) all qoltell (ile) 


all All all 233 330 29 à 23 3 (59 aù Ci A1 5 éliie aa ini la ibsL 


led élaul ai y due ès ik 5 LU 
Qollell (gilal Qilall (gite 


Cigige conai L Qi ; Coll 7 ) Vie lie 
all (ll llells où 8) éllipe délale 


ll élaul ai due à ik 5 LU 
Qollell (gilal Qilall (oibell 


Qlall lai pars eal) ent pari lage asie jaïil g ) vie délia 


ll élaul ai due ès ik LU 
Qollall (gilal Qilall (gite 


(2) bot ibst ils 
Sksb 


Kermal el aam bi mouto | 53 san aalll le Ghassan Rahbani 


DaS DES Les sell le CSL s Danse ÂGE; 1366 5 lisa ac (Jill Ja S 
OÙl ass Clos sas All au itul L 


DaS DbS Les sell le SL s Dada À ÿ | 568 5 1 si san ae (A Je 
OÙl ass Oo sas All au itul L 


Se A A as 5 3lls 54 215 XS cit Jill LG gbañs ai au ci il Ÿ 
OÙ as y cie à ja | 5568 , Le Hal Oliÿt an il NY que giil 


DaS DbS Les sell le SL s Danse ÂGE; 1 366 5 isa ac (Slll Ja S 
OÙl ass Olosull sas Ait au itil L 


il Ga jm Le led je Dh joe QU UNI Ja nb 


DaS DbS Les sell le SL s Das À ; 1368 4 lisa ae (ll Ja 
OÙl ass Clos sas 3 Ait au itul L 
OÙ (ass D éll 53 3 
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Bicharafkon hada yharkech 


US pes 0 2 


Ghassan Rahbani 


DS ass GE CS 


(2) 5leu sal all, 33 36 Gays cnélall Lu 


alodsaemlsjsss jals Oùb tickets 
us Ed Ce s x (els LG 5 jui Lis 


(2) 5les sal all, 33 36 Gas s cnélell Lu 


À as (oi lomaus juell & lès ca JEU 
cuil Les ai 3 8 un 5! lin 5 

Ci je 7 Cé je QU (la es ju AS ca sb s 
Sgalella sb Giuol Cut s ébles 5955 


(2) 5leu sal all, j2 36 Gays cnélall Lu 


nest cpl SNS Si 
ske le glulls sl ji lun SK 
internetJls sl ll 3 ils Aus V1 
ls ss Qi de sell (658 au il SL Last 
Anal, CiSiti 5 pire las Le Je 

À Jill Si Le 5 au galles Lyme ÿ Lulsi 
Zuñall 8 Jail eV Aus ja Les 5 

as ll Raï à» M salles Lis HA 

À illés 3 gai Ci san Le (ll cinëll sil s 


(2) sien sal cells ja 36 Gus Calell Lubs 


gl  djuall din LES pas lan (Sp 


Ausæl [Anal Aäill | lac sell ; (galiill s 


son) Cal LES pas las CS is 


Hd esse ma 
Di jé Yla Ge de y til Li AL Ge 
OÙ g is Je gs où gl (où 5 
sl 4 af Qle 5 8 malle cà yes 
Asbuull Loge Ale iii Ca 15h Ces 


sis ll al US as las GS pi 


pa salla Lol jh O sil; ALAN 

ske le glulls ls Es lus JS 

DES VI JS gas > Dsel ess La J'é 
sl Ge ue 54 eds5 éllalls 5 3 
dllally CS (5 je au sall la Jss 

A gli Ce 8 JEU A Cotill Ge (3 is s 
Au ge gl 5 conall Gas lai s 
Aie gl il JUS 3 Asasäll 5 Ji 4 

AS Aupall, Cyr se Las Ii Lie s 


sis ll al ES as las GS ji 


Anal int y (lat Aénallege Cal (al Cal 


laxs QU ; Ain Ille dial él 


Lamaet abwa’ethawra 


8 ) sil (ol sul Cixal 


Ghassan Saliba 


4 gaall De VI 3 Céluudll all (au 8 y dl (3h ol Canal 
4 slle dia sh Le sall (le che sh asp 5 éllé (5 5 
À gasll De Y} 5 Cilélundll all (au 8 y ll (SM o Canal 
4 slle dia si Le sell (le che sh asp 5 éllé (5 5 


ibsblmll an Lib, Li ll sb 
| ll 8 Li 1 Eli a I U 
Dis Le Las, Le s jar Le je (OU CG jslla 


Âus Ji Gt js L aus 9 il 5 L élla ais 
JS jus un js Ÿ 5 chabll GG su Ÿ 
A li pad oil ge DEN ant allell cils ci 55, 
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4 sai ae V5 Ciléludll sal (ju 8 y ill la Cndl 
4 alle che si Le gall le dues L asp s él (5 5 


Ana betnaffas heriyi À >> oi, Ul Julia Boutros 


sell ie alaii Le À js cuétis Ul 
| 5 gi si La Gual Ale DES IL 5 
Lsell ie gli Le À js Ci Lil 
lg @Ë 53 Le Gal le DES lu 55 Y 5 


(2) GiSSS 5 (giant dla RE ll pat Le 
lgall sa la Qjha Qui ae dl GI 3 


15e cgie El Le À ja voa, Li 
|gu ef si Le Cual dle DÉS lu Vs 


Je (ill JS (EC eau (Sie és) L 
DEN 5 cé 3 À es ll a 5 säll 


(2) Jui Aa \ laïs 5 an g Luis Qgsialla 
lgas ja Ÿ 5 all ED élu li 


Isell Qgie: si Le js vais Lil 
|gu ef si Le Gual dle DÉS lu Vs 


Gi poYl JS a dei (aus À pall jus 


(2) Gall Si same la 0 5h élé La 
Lsgll pe 5 5 2 )Yl ss x, 


1gel gi El Le À ja voa Li 
| 5 gë si La Gual de DES IL NS 
sell ie aa Le À 3 ès Li 


lun 8 53 Le Quai le DES lu YS 


Ana khawfi aa wladi Ne is Ul Julia Boutros 


el Ab Gas se isa Ul 
Page As GE Dale 
AA lb Ce GE 
PIE ss GÜLE aie 


a DS de sg) Cal lisi cs pes Le 
ebin ll Y 5 Call ais 
GYse Ne à ss Ul 


el AB Gas se Gàsè Ul 
VIE GE NE 
ca 16 de sig > Col Lisi ca pau Le 
ets Gill Y 5 Coll AU Ÿ 
Ne gs is 
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Gal V1 Liu 1 4158 Las all Lie | 58 jus 
(2) caille 1550 5 es Le pltalla 
Al JO samy ae (lu 15 jui ac 

GNse se is U 


Jus 5 alallgs Qi Le Qillu Le 


So) SSL sipall Ge yYe L 
ASE ED AS | À siAll 2 jYla L 
et Odl lu as ue CH Ce se 
GE GE dis Ul 


UV ab Gas 5e à Ul 

pal ghss LE pad E 
a DS de sig) Cul is ca pas Le 
plis Cl Ÿ 5 coll ali 
BEN ES 
GOSÉGNsEAE 


Ghabit chams el hakk 


GSY guai Culé 


Julia Boutros 


y all en Su ist G pill pas s 


Sue caoteax has 
OSSI JS Lis Usa On ir 
Sois L él ÿ5 Lis Dai Y 5 
See hall 
OSSI JS Qibs Usa ir 
Dis L ébl ÿ5 ds Lait Y 5 


(2) de sil e 3l je 3 sil as Ge 
Jai Sû es 5 hall GS gr) 
Dis Léle Vial S à ÿ 


salt en Ju Gil G ji pue s 
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(2) 528 ill es Gsil cui oué 
(2) si o D» Dsl 38 eu gai ini (52 ie 
(2) sis Loue Lousis LU sa 


AI deb sis L OK 
Dspsil lien $Ë is pallier sù 
OS JS is on os ir) 


AI deb sis L OS 
Dspsll las $Ë cs pallier sù 
OS JS son os ir) 


(2) ci € à Clsl sé en gai Lis (28 Vie 
(2) sis L aus Logis LUN 34 


be ji jé Ge sis L Clés Le 


Jall Sû es ns NI UN sr) 


(2) ci € > Clsl sé en sai Lis (y Vie 
(2) sis L us Logis LUI 54 


(2) 3% pile; Gall ua au 
(2) wi € > Clsl sé en gai Lis (28 Vie 
(2) sis L us Logis LU 54 
Dis Lans Logis LU 34 


Hkayit watan 


CAES 


Julia Boutros 


hs As 3 in cisie (dll JS 
ail OÙ lé «0% Cyaill sxâs 
ob ; in crisis (dll JS 
ail OÙ lé «0% Cyaill seûs 


(2) Ge Slbs Ge dit 


où ibse ile ns 
QUE Gil Je s D eus lille 
glioauäise gliss sal Ul 


a I Less ec 3H LES be I LES is LAS 


ob L 


Nehna ethawra wel ghadab 


RTE 


Julia Boutros 


(2) At 5 iii Le Ce 58 De 
JULVI & à ii is js Qlill co sl 


(2) JV és 5 ii Le Ga Csà a 
JULVI & à Uni lis Ja Qutill cs 8 


(2) Casiie Gil s3 À all Gi JE US 
Ju QU paille Gale 3 le Ie 


(2) JaiŸ 1 gg 5 iii Lie Ge C58 DA 
JUEVI à à Uni lis Joe Qutill cs 58 


JV es 5 il Lie (je 58 Ce 


Jan Jai as dl, 5) A Us 
(2) Uni gatill Cap 3 Lis gts QU sé 


Jus Yi dal Lis cul s 8 y ill ini 
(2) Us gblill cpull 3 Lai alle QUI ya 


paidll palilla 4 Amel VI ue) 
Apuiall 7 Jill g 503 43 paille L (68 sù 


Jus Ÿ1 Jai Lis cul s 8 3 ill ii 
(2) Us gblill cpl ÿ Uni alle QI né 


Jus Ÿ1 Jai Lis cul 5 8 y ill ini 
JUN 2 5 I 2 


Ya thuwar el ard 


el Jät 


Julia Boutros 


(2) cale 1555 sotblle 15 5 
UD SL St St ALLOY pags 


ea ç Ji 6 out D mas 
Dll sil «sil à all Jaxll 
Dll ) süil ç sil à all JJaxll 
os) JS St EL 


le pslle 15955 cohèlille 135 5 
ue EL St St ALLOY pags 


ue Y SL eus Yi 
(2) e%85 5 ) sl qu) « pau quoall Is 


ee co us Nls 6 53 longue 
anal eu gi € il 8) sil sil 
Daaall jeu gi € sil 8) sil sil 
Jbaill dl Ge dll y sil sil 


Us Y SL eus Yi 
(2) 8885 5 sil qu) « pau Qunall 


Menettaboor Jatall Ce Mashrou Leila 
ggsaïia Le élguëi  jsll D Ge din caues US 

Dali le dusls ssl 5 DH eé all s 

ggsaïia Le élguëi ci jall D Ge din aus US 

Dali le dual; ssl 5 DH Aelé ali s 
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(2) SI de Uieuë dç sai Lis 


JAM Liga ecyall Li jé 


a ju buis IS 5 Uali à je (is 
8 3all Lil lou al 5 DA Gill ci Je ls 
Da JL buste CR 5 OKall à je (AS 
Lel watan Ok sl Mashrou Leila 


Daaill le 5 jies pulse quuill Ge Css 
Cat pal salt dE Ge Cl ut bas 


Jueal ail ulel 33 Une 
ss Yl 5835 Ge Jlgus nas Gus 
ob pur Culll Le JS aabill dl 3158 
Os gli qu Lal til js qui (oi él pus 


à ice y gi Je Lùl going piigla allé 
Obs ol ès el js 1 JS auñill dd sale 
sl ais dll gas 1 SI à, dl és 3 
5 coins) ei ie Ul ind) oiiels di 
ciel y gi ie ul griel)ai phigls dl; 
ess y igls 
Aam behlamak CAN Magida El-Roumi 
Le ses Ju ie hs cod oil cuil all Ua caf «gli b pla L édlas ae 
LS 
Ô 
où E 


ll ali lès ç 58 je ons y llaŸ Gelé 


ob L 


Dsl Ÿ 5 éllidlla Jai élla 


OÙl aid, sin € 5 cûuu a 33 sù ses 
(55435 Daft 6 jui él ol g dla js vies 


JS Le des 3 Jul CIS Us Sul sil où calé 3 


Da CS SH; JE di ae 

bis 

Juil Ale Die db 33e OS Cas 
DESI gs g agi ai si Quxlall g dll g 


ea 35 Le ét) JS 5551 

Bell Gas Ÿ «il 1 AE 

obsll ls ja 52e Call JS L él 55 
Üe il 

Otl L 


paall Lelis 1 gaie Laulles aaï cas js 


ll Llagil if Gui b als L élelss ae 
ob L 


Shaabak wa’ef berreeh 


a ol; hu 


Magida EI-Roumi 


As JV s Deus 3 33 ile sgmis jéull JE 


ge D silu Ulee ; elle Léa le U3b 


gl lon Cl à cu él 
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cit lin Caël s cms Ji Cal s célum 
ao sil sl 6 sil sl sad s 
ci 55 HS éllal mas jé dus ju 


Jui de paille Ge elle SU is L 
DH Ji g ag pe D she hs jsill cnai 
Sibsb aus L 


all élit Caél s 6704 ji Caël s éliet 
Da lt ls «gs y dd 
ao sil sl 6 sil sl sad s 
il 55 HS éllel mas jai das ss 
Sbsb us L'ms L 


Ge Ds dés Cle qu ls ; 

Cuié 5 (de jen él 5 

ce 3 ll «eue 3 Ali, Cue 5 Lel ue 5 Lal 
Se 3 be LU Us lé 
ERESNEPERESU IE 

bg DES élu g CES ji 

as L nt (ile 9 Li uni s 

(2) Su Gil 5 L uni 


el élu Cuél s cg il Cul 3 élu 
el élu Cüél s cu ils Cl 3 élu 
6 sil sl « 55 31 ad s 

ail 55 HG éllel dus jai dus ju 


Allah mhayi aaskarna LG ue ane ail Nasri Chamseddine 


sue L Sul Le css fsue L 4j fsue L à 
iatull 

SL ; 5 (ôla 

151 (oi Dades (Gla 4 

Coll si cas fon jusi o5 

AK Jai caY 


G ji gli paill s Lyhe dl; Une 
LB Sue (ge ail sue LSs gue La 
LL JE Us, ds él Jill GK 
LB Sue (gine ail sue LOSs sue Lai 


Lis L y Lis DES a 5 è Un ji 
LB Sue (gine ail ge LOSS sue Lail 


LS Le Ÿ gs JE dl y us s Ji LS 
L Su sine Jus Cu g jé cul Le s 
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GS 5 )Y1 ça gli & s à gù Lin ) gas Lis 


b pis eRlll o pi Je db; jglos 

Lis ebtall pal s Me 

(3) Sue Que àil ge L'OSs sue Lai 

Nater ana nater JEU GI JEU Nasri Chamseddine 
(DRU) JEU gù ©û le ha (DE) JEU GI EU, 

Sll us s à all LS, Sal pus eJLll qu 53 

CLR SÉCNEEUb, LC Let 
By Laull O9 De Le GUN DU Lu Loull 3 Ge Lg UN it 
DAëll 138 pau s Jalll 1 38 ile a 5 JG); 

(kb JEU JEU) JE EU Et Et pi pale Golsi s 
Klashinkov ci SLÈNS Philemon Wehbe 

Li ne (Gi obus ls Se Ulis L 5 Lilas L 3 Uilae 

Li Ge (ai dlus jals Se 

PAT 

(2) col s8 5 Cult Glys Le s On 9! 8 4 Calés Lils DSi 

hsb hs sb bo dist 


(2) dé 95 9 Goo Dal ss Ca 97 JS 5 C8 sito 3 Ca NS 
Gigeigeigcit (2)Ue dalle Le (le GK 


(2) xs L dilualle (ul ) ail s ns L delà laut Je, Lil 
(2) vel lis Lei uale )o us als La 
SI Hs bswY set ue 5 (2) 581 tb L cs SSI Cja Lixbsil 


(2) dé )n5 DIS Goo Dal ss Ca 97 JS 5 C8 sito 3 Ca NS 
igdeigeigeit (2) Le Lau de Le ile GK 


Ain Lie 3 Jise LUE GLEY us Liu Cle ULIL sl) dlls 
sa Co je dés JU de BIG (2) las gité (out OU s 3 pal Co sil 
à gb | sselsi La saët AT II Ci pal Ca Euh Aie 3 CË juil Là guy JS An 


(2) dé ns DIS Goo Dal ss Ca 97 JS 5 C8 sito 3 Ca NS 
cigeigoigoif (2) Le Lau de Lie ile GK 


Kan enna bayt y le JS Remi Bandali 
DÉS DÉS gite y lie Lis 

Âinile daûi US jy ju 3 8 ) guère À 32 ja 

all Gin Jexi Axlll; as s Lil 


DES JiS gunie din Lie OS of Cull alé, us 
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Li ils y Gil Gin 
üi Qi 3 Gonil AS 
in qi sel (in (où 
U S5s p is çel 50 


PTE 
Ul 59 3 is (ol 50 


Li ils y Gil Gin 
Li (ls y Gil AS 
ie wisbel (in (où 


Li (as ps in «dd 98 


PTE 
Ul ils x (in ls) 
Gt la y Lil ts ps 


Otoona tufooli À Lil LU Le Remi Bandali 


Ai, 5 Viol Y Lio (à le Oil 

À 5 jun À js (ou D 5 je on ji alle L 

se lui ae calaï ae Lila 

Falaall à 58) 3 8 slall call Gus 

A8 3 pue À ja (on )| AE 5 pa a ji alle L 

A Li Gbel o aHull Y 53 3 8 je 3 (lie 68 jiè 5 (ou 

41 li Li ge À all Li sac À sälall Ugo 

Ball Gi shel Li yhel she 

A mon enfance, a mes 4 ans, a l’innocence 

Mon beau jardin, a ce Liban qu’appelle les enfants 

Je vous demande de rendre toute l’innocence de mon enfance, de mon enfance 
Donnez l’enfance, donnez l’enfance, donnez l’enfance 
Donnez donnez donnez l’enfance 


I'am a child with something to say 

Please listen to me 

I am a child who wants to play 

Why don’t you let me 

My friends are waiting, my friends are praying 

AI hearts are begging, Give us a chance, give us a chance 
Give us a chanve, give us a chance, give us a chance 
Please, please give us a chance 


A all Lei A ai Lei À Lil Lei 
all bol Gybol Liyhol 
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Où 9 cel 91 55 


Ulooli waynun 


Salwa el-Katrib 


oelall Je ji Cns 

Cali L'Obs lslé Cul Ce l'osei Cresi 
dual lag Lai QU Cp s 
cle il uns je la sl 


ol Cali L Gi s col où à Cyrdlall Us Ji Gas 


oelall ds ji Gus 

Gall Qüille cuis 

Cl L Ou Glals  Caiull Ce loi Crasi 
lall JUL CN Cp s 
dla I cù pas | ie 


ol Cali L Gi s col où à Cyrdleall Us Ji Gas 


Cali E Obs (sl à 
ll le ie ils 
Das AU Vs isste Y 


Je ji Gus À sh Cu 
les Li, 
cho loss jaall 1 sa 
Où 9 cel 91 55 


ob L ous lo à 
ll le ie ils 
Que 6 Y 5 ins Ÿ 


luill Cu 3 Lluall Cs 
FO MSC 
Olshe Lai (uaille 
Où 9 çel 9! 55 


À jai Qi Mouul s losl, 


Rahu w lebsu tyab el gherbi 


Salwa el-Katrib 


Ds lell Le ll Qi 
ga Ces Ql OS gta 5 


Ds lell Le ll Qi 
O8 De (lt JS l'ont s 


satiée sl ) ol ll till s 
(2) JSuall ill its) 
DS Ge 8 ele 


O4 Lell Le QU Qi 
O8 De (ll JS l'ont s 


À al LS louunl s ssl, 
Asall G 3 jall et 


À al LS louunl s ssl, 
dsl G 3e jall et 


Lai ll is Gas gilles 
DS gai co dl 
Le tes lue 


À a LS lonul s ssl, 
Asall G 3e jall let 


rise Legs, eus (ee gas (Si ges Lois CUS Cis CAN Colill 3 


(2) 5e à xl Sy CS Gi 
O8 De ll JS l'on s 


(2) dsl lell Le QU Qi 
O8 Ode ll JS lgpuui 9 


Ab Cuve s Cylia il 


À al LS louul s ssl, 
Asall Gt jall et 


Yarayeh alt 


Salwa el-Katrib 


CUS Qi Ge JE deb és QI os 


(D) ss N'a laisse 
(2) 1 égall Ga Qélél da leius (Ii 2 


go lei is ju Le (ab il 53 


KE, QU js, SI le du ml) 


ls pb telle y Gall DU g La ns 
4 sil ue J De Si ie diléé Chi 


KE, QU js, SI le du ml) 


css où ll Jia JSié allell 31 
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(2) LS ill ie de Lee 55 Anal Qi 35 ca LS 5 (eus élu ge L 


Lis Gall De Qlët Just leins Qi cs Yi Kb, il ss JS le le mb 


Yemken bukra IS Sa 


Salwa el-Katrib 


(2) es qusis5 OI da Ge ñe) as Says Se LS 0e Ge Sa 


18 Se ill ie Gou 5 all (oui 


(2) Gall Culte Gb (6 ie gs 
OUsll 38 33 au) Less 


(2) dt ste Au dé Lei al 


5 Eli da a Le 55 c > 16 CSA 


Ole j All g te; bé 
Ole j Al g dt; L Gé 


Ag all pal (anal sil 


(2) Âxas quai 5 Sul dla Goes) Âres OS à 9 Se LS Sa Ga Ses 


LS Se ill ie Gou 5 all (oui 


(2) XI ai Us 3 LG s 


de 1 J 5 go del 3 ins 


5 Eli da ca Le 55 € > 16 CSA 


EX US 3 Du Li 
Ole j All g dt; L lé 


lil 85 € D ile) cils 0 


(2) À quai 5 Sul dla Goes) Âres OS à 9 Se LS Sa Ga Se 


LS Sa JA me oui 3 Chill cuis 


5 Eli da ce Le sic > 16 CSA 


gi il ss Sami Hawat & Makhoul 

Buab el farah Kassouf 
(2) SSI 1,8 à Cl, (2)oilolsg eus Le JS Cp 

(2) SSI 1,8 à ll, (2)cil als g eus Le JS Ce 


(2) 2Ÿ gli 1 à SY Si | là 
J si Jo dj 585 (J Si 


(2) ill 3 BU coll Là 
LS 5fs ana Qi chu Le 


JU 5 OS Da 

La; Lieu Sami Hawat & Makhoul 

Shbeena ba’a Kassouf 
déols sy  biujäudie ls 

Jsslles lan ; Aiblall AL lp JE IS 


(2) de ss) 

al Qi sf lie (y 5 gall die 3 jus 
1 al Qi gi die 
Dgelul 135 5155 

Cl à OS J sis 

(2) ds Less 


102 


ds D cue L 5 


ose all sf dal ju Ge Ce 
Dbsil Gui cel SIN Cds 
Dgselul 135 5155 

hill L £ ls 

Si 5ù (OÙ J si 


ds D cue L 5 


as L euh lé, Ji aluil 


sen alé paell Le 

cHicoi Tir pui dalle gui 

oballe gui 

lgäll jé + ll : lag LÉ ja NS à où 

(2) vita} gû dle Le ali Vs Lit 
Lam Lil pistheut 

Oom mnel beer ya yoosef us ll Ce a À Wadih Safi 
(2) 58 Cuulé Gibbs cité Dal Ge phomgl juil Ge a à 
3— 5 DES DES JS JS JS dll pe (ul, Lis dll Le 

(2) 58 coulé ils L jis cut Dal Ge pcs pull Ge a à 
3—d 5 ES DES JS LES DS ll pes (ul, ji él ns 


8 04513 à Se 
Del ga af chu Le jull da 8 


(2) 285 Cul il Lis cputé 
3—ds DÉS DES HS JS 


(2) 58% lo coin L à salt Era La jl 
Dal Ge pus D nil Ce à 


(2) JS Cul iles L Ji coulé 
gi, ji is Dis Ji 


@) el da ie B 288 LE 
di da af chu g Le ul da a 
DHil Ge pus D juil Ce a à 


38 04513 çà B à Se Le 
is y 98 ca D jee La 


il Ge ais L juil Ce à 


(2) estate Lu ba all 
(2) asbl L Gb; L a53 all 
Die alé he L AU à sus 


il Ge aus L juil Ce à 


(2) Ya j (sal L ssl ab L 
(2) eV 8) gala ab 
DÉS DS s (Gil 5 L 3 58 ça di 
DÉS DS 5 ue L 352 52 ail 


(2) 245$ Cuulé il 3 LS Canuté Dal Ge p 5f au y 4 pull Ce a 5 
3—d 5 ES DES DES LES Ji ll jus Qoulis Juis ll js 
Yabni il L Wadih Safi 


Les LS je 3 lebol GE A QUIL Qui U 
Lenasu dl jè las (à Le cr li (ge Qi b lgires Le Of 
Leslie call 5 ls ile Le Ji el a ge dl 
Les Coll jé que is laall ciilgle ss 
Less osSlle Ulis je Gi jall, és sui fie 


lnlsole dessine LATE 45 do ou L 
Lesbol pé ce act jé ilé y sas Laill Dsl CS yalla 5 
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lensle jSie ins jsno lee Cf Xe Lil) j 
Les su Le cul sell Joie 3 Ulis Quis g 5 jus 


Lie de Ji di pes chui As és Qui L 
Lea l LL ESS 4 Class JM 9 à y dll Cas Le Ji 
Lee 5 pi Less Us 5 Cle Gbolle Gil été 
tels ou y de À Oil Ge ju ji 


SE 
MASTER PRIT PEN S 
ES . 


Mahma yetjarrah baladna Lab à jaû Lage Zaki Nassif 
(2) JE g Gaii s (ai Lin ai Le OS 3 JD JUS 3! sale Lab 7 jai Lage 
.YYY 


(2) Hu 5 ali aus Ÿ 'luse yjhe 
Jai GLS 5 3 pall «li pe Y) Li Le 


JDE salle 5 Lu) dl 8 5e ai 
GS ja lot Li ques Y 3 Li peu Ÿ 
(2) DEN g a s (65 Lise Le CSI; UDÉ JUS 31 salle Lab à jai Lage 

.YYY 


(2) AUEÏ ge jS 5 as dis aïe Le alla Ca juni Aisdll Ji Lab 

OI sal Qi, sd 7 je D y jén Le (ls eg jé jan Le QU Gil 7 jh lglle Aisall s 
(2) JAI g cas; és ages La GS JE JHEUS 3 säl Lip pacs age 
ss SAS 


(2) «0 535 Laiall ç5 as Laïall je call ii Âo gaie agialS LAS lé QU à all Jai 


Ji las y LiialS Liien Logll (I 3e Liñel JS Lei LalSlla 5 LiialS Lilé 5 jalla 

(2) DEN g ai s (Si Lise Le OS; UDÉ JUS 31 selie Lab à jai Lage 
Raje yetaamar lebnan OÙ jai es) Zaki Nassif 
JS Le Ji jus s iste as, OÙ al) per sl) el) 


OÙ gai » Lu Ja 3 LU Da OM gai) Lu Ja Lg Da 


(2) Bas » les ill g Aa g 
OlsSidise ç lat Lis 


(2) GS La JS jamais ie pal, 
OÙ est) LE Da 3 LU Da 

(2) val g 55 8 585 ea pe 
Olgaall 3 358 58 Qulall (ses 
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(2) Ua çg8ù Alu 2555 L 
(2) où est) KB Da $ Gb Da 


OÙ est, pari sl) sl 
OÙ gs) Ubu Ja ; LL Da 


. 
(2) Gi gai » Lu 544 a 


(2) IS La JS jamais Cie pal, 
OÙ est) GE Da 3 LU Da 


(2) el élsus à jle Aude Linie 5 


D js aug a pliant js 


(2) GS La JS punis ae pal, 
OÙ est) UE Da 3 LU Da 


OÙ est) Des sl) el) 
OÙ es) Gu Da ; Li Da 


ce goes sol gli à SI Li 
(2) ddl el) EU Da LU Da 


OÙ al) part sl) sl) 
OÙ gs) Gi Ja ; Li Da 


Ana much kafer 


JS JU 


Ziad Rahbani 


D Us jall us AS Ua til 
AS J5l, 
a ON BY JS ré lancia 


D Us jall un HS Ua Lil 
AS J5l, 
D AO LŸI JS eos Vomatal 


irall Usb le Lui lé ts 
irasll Jh de Lui ls ti ts 
irall Usb le Lui xlû et, 


DS Le all ous it ji Lil 
as JA, 
a ON LYS ré lancia M 


Dee Dé he s (is gaie Ul 
Gas Lula li ; 


DA AI JS lie 3 Aa ll (sal games 
DES cl ala Le DAS (js Lil 


DAS Ce ls 3e 
CH DAQII gen li SS (cé bats ao 


DK El où JS On bi 
DÉS jéall Qu és he Ul 
ds à OS JS Ua 


DK € sell où Jilé je Ul 
DES jéall Qu its (he Ul 
ds à OS ls Ua 


(2) all celles ls V1 les CL 
(2) ali selles lb 28 él il 
(2) all selles ls ss V1 les IL 


(3) de Dis QI Ul, JG oi Qi sa 


DS g sal vo lé Qu Li 
DES jéall Qu its (he Ul 
dax, 55 GI JilS (ès Ul 


JS AU Qu jélS Ujñe Lil 
a dailll QU ae 3 
DES (Alliés ji 1; 


JEQI Cul lan lé he Ul 
DEQ (ge LE ES (ie Uil 
AE ae Le Jia jils Ua Li 

cal J 5 


Ana walla fekri 


GS à; Ul 


Ziad Rahbani 


(2) dé éllal ia s (im 
Auljull, Caël sell & 3 


A God en cie A paul qu Jules 


(2) dé allal (ia 5 (im 
Auljull, Caël sell & 5 


Elé (on Lie céligr AS paul ui JS les 
erù çh5 JUS (à Sas lag 5 Loné lagai 
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DIS Le Cas alle 3 lagë 


dia c5 8 ail; Ul 
Cl all él ge 


dia ç5 38 à Ul 
Cl all AéUil 


Os oé qi JS 5 
Ÿ 


dé Ji les Cale Le Ca 5 all Lans 


(2) 8 ct (oies (is 
(oui (gs céligs AUS gout Lë JS le 9 Auluulls aël sal & 


AU gas Denis di Gil) els lt Sign Se 5 lle 
LS (pui (ie éligs ÉLAl&, Y sa Le 


(2) dé dla ia 5 (oies 
EL (audi (Sig céligs AL paul ë JS Ge 5 Auluulls aël sal & 


| (2) Slt çà Jiiuall 
EL; Le Rise dll alé (5 je (Sa Lil ua Ju se 


dal Qi GC s oies dia «5 5 il 3 Ul lé élal (ia 5 (oies 


(2) ol 55 Liuall Ces 
éilée OS (oil Le él 5 Où &i 9 DS «58 Cle (il 


(2) 8 cl (oi 5 (in) 
é (oudi Sigles ARS paul a UE le 5 Auluulls aël sal & 3 


(2) ie vumé sil YI 

2. (2) ie oué sil YI 

élia élia élia dia ul) 2DY 

(2) 48 dla a 5 

EL udi Gigi cles LS paul Li ES le s Aulhulls él sall & 5 


dia (3 SG à, Li 
il sal AU g 


HE 69 2 
Cgais 78 pie els ls 
(sl ga tlll cl 3 


dia c5 38 à Ul 
Cl all dé 


dll Ga 
Lys Yo QU 


dia (5 Sà dl; Ul 
a 
À Ces y allell 5 


dia c5 38 à Ul 
Cl all AéUil ge 


nee 5 SEL 
Qi pe sil JS Les 
dia ç5 5 dl 3 Lil 
il ll All & 


Annizam elill 


Ziad Rahbani 


sel 4 


aUaill ge Ghau die IN GS»  AUaill je Ga ie laillg salé 


Aaill g heu die IN GS» All je Cu ae (ieatäillg salé 


D 4e le is à U D pe vf pas 9e À 3 


Aa (jé Audi if 53 
ebaill g dau SH jé IS CS 


gia leie Âlell sil sav s 


AE 5 pe (il 5 5 pe (il (2) il p que 3 5! alae U Q p OS 5ë 
PEL Qi Lal pôle Us (all L 


US (à oil La ue 3h lala 31 pue date 


BD célalu Ÿ ll 5 Le 
pau élalu g lab 
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Anyss él js YŸ Lala La 


Ada L élabu las HI 


die QU lys Ole 


ei (ie la 

Chou hal jil dslla 3 Ziad Rahbani 
(2) salle 5 dll a) oi ds dulla où 

D Chen 5 lois À sags Lskigs Ge Ÿ 5 Axes allell Ÿ 

SL Li JS oies 


Sp sl Le a ll Le cs pall dis daalla più 


Cuu js allelle Lai 


Fe ee ce 


caà L ol dual ll 
didanll 8 jiu Ÿ 4 Duilé Cou Y Ÿ 


Cia Le fonts 


all hs dalle 5 
Li JS ie 


NI 5 6Ÿ1 50 Cas 
Ag (554 Cul al 1 ol gas 
> L us age) 


ca L of dati al o 
She) cola) 


Nasheed el thawra 


8 poil ai 


Ziad Rahbani 


cal an Ji bts 
aile 35 Gb 2 pb 


aile 35 Gb 2 pb 


pal ue 5 Us 
One 83 OS DEL 


dalle 35 3 ve 


Daudll œil ge a 
SV 55e se Cul 


BOY 5 lise ee Cul 
85 2 Lis Cu 
Lie hi Y GLS 


GY 51558 ae Cudl 


Oom foot nam ed 58 à À Ziad Rahbani 
Le Le bal gl ps poses à 

3 5 la £a 5 all ebYles ali Ci jé à 

cue aps alle ÀL jé (sa ab yha Ÿ fab (ta 

Ÿ cs 5 ja Ÿ ce sage 

ÜRA gui Ÿ Os june 

els pneslion é à 

Le Le bal gl ls poses: à 

à! 5 La j£uu 5 jlall elles ali Cu à à 


He sa2e plle À 5 (sta 
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ab cfa Ÿ fab ça 


ÜHA gui Ÿ Cu 5 puma 
els moselioné,i 


Là Jill Li 4 dogs 

elosil éléu s (bas 3 el 

AG al ji ati PNEU vois (abs 3 

IL Ji 3ss gli Ge (lei Lei 

LUI Line, ile Us, Age Ci pal (oilel Les 3 


oâille Cle QU 52 Ab Cu jé a 
Là 58 JS Cle» jèe coll s ali 138 Ge çe3 58 
Ce ape alle ÀL 5 (sta ab (fe Ÿ fab ça 

Ÿ Cas 5 ae Y Ce gap 

els jues bé à 


ei Gil sù 
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Appendix D: Song list with translated keywords and tone 


description, divided by singer 


List of songs sung by Charbel Rouhana with the translated keywords and tone 


description: 


Song | Song title | Keywords 
code 


Description 


Fairuz 


CRO8 | Ala  shou | Disagreeing; something is wrong 
mekhtelfin | and the solution is outside the 
country; the situation is intolerable, 
Pm shouting, no one is listening, 
the shouting 1s not enough; my 
country is fabulous but it’s always 
confused; I never grow weary of 
you my country; we breathe the 
same air and 
medication, we have Beirut and 


- Joyful,  carefree 
festive tune; 

- emphasizes the 
cultural common things, 
and national attachment 
but depicts a dark image; 
- denounces 
foreign political 
intervention 


CRO6 | La chou | Why change; Same food, same 
etteghyeer | songs, same audience; tomorrow 
will not protect us; same good 
people; same 
beginnings, same ends; same girls, 
same kisses; same people talking, 
they only listen to themselves; even 
if you immigrate, same countries, 
same problems; same ideas, same 
melodies, same music; 
change will happen in the days of 
our children, despite their sadness; 
no matter how long it takes, maybe 


L Festive mood; 

- presented as a 
collective song; 

- festive mood in 
contrast with the theme 
of giving up hope; 

- ends on a hopeful 
tone, holding on for 
future generations; 

- hopelessness, 
tiredness of routine, lack 
of effective change 


questions; 


else 


terrorist, I have never carried a 
gun, I am scared; Lebanese, asked 


airport; just 
Lebanese; send me 
Lebanon; no more visa, living in 
Lebanon is sweeter than anywhere 


change will happen 
CRO6 | AI hamdu | Visa, congratulations, - Presented as a 
lellah airport; America, Î am not a story of someone who 


decided to immigrate, got 
humiliated in the process, 
and decides to go back to 
the country; 

- interesting link 
with religious hints in 
instrumentation style 


List of songs sung by Fairuz with the translated keywords and tone description: 


Song | Song Keywords Description 
code |title 
F60s- | Badna Do not fear, we will continue, | - A dialogue, part of a 
1 nkamel numbers don’t matter theatrical scene; 
- holding on to land and to 
hope; 
- SOIroW of oppression 

F62 Btetloj Do not fear, faith, love, | - From the same play as 

eddeni freedom, glory “Allah mhayyi askarna”; 

= soldiers have returned, 
the self-sacrificing leader Salem 
died, all soldiers come home 
victorious; 
- death is pictured as 
temporary sleep, sacrifice 1s 
turned into a national song, an 
exaltation of the endlessness of 
the country and the glory of its 
dead; 
- interesting to note that the 
introduction mentioning Salem is 
less known that the start of the 
chorus 

F60s- | Lawen Traveling, going away, tired, | - Theater dialogue; 

2 Rayhin sweat, suffering, immigrate, | - leaving the land but 
leaving land, no  harvest, | holding on to the hope that it will 
rebuilding be well taken care of eventually 

— though who will do that is 
unknown 

22 Bayti ana | Alone, waiting, suffering, do | - ‘I call you from the land 

baytak not forget, country as exile, | of fear’; 
thorny roads, land of fear, days | - description of a desolate 
of the oppressors, promise, | land; 
help;  planted in  tears, |- prayer and holding on to 
harvested in joy; call out from | hope 
sadness 

F72 Tlena ala | Freed, freedom, shout, run, | - Holding on to freedom 

daw rejoice, follow, hide, flee 

F70 Shady Fight, close, got lost - Death in war as viewed 

by a child 

F77 Bi  oolu | Anger, dignity, love, too few | - Image of the country; 

zghayar | people, beauty, goodness, a |- emphasizing the small 
baladi baby crowned in battle size of the country and the 
relatively limited population 
number, stating it does not matter 

F77-2 | Zahrat al | Crying, forgive me, sad, tears, | - Poetic attachment to land 

janoob glory, dignity, wisdom, fame, 


more precious, more beautiful, 
hurt, make it up, go away 
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suddenly 


22 


Rejet el 
asfoora 


The bird is back; the flower is 
blooming again; lovers, 
festivity, children; but who 
went are gone; missing names 
in the names” lists; killed at the 
gate; they spoke, they wrote; 
they said the country has been 
destroyed; the world wept; But 
we will come back; back from 
fires and streets torn apart by 
bombs; the real Lebanon is 
coming back; remove the fake 
faces and the empty promises; 
children are getting older; my 
glorious nation, life 1s 
blooming; light of dawn 


- Basic message: war 1s 
ugly, but there 1s hope 


F80s- 


Rah 
neb’a 
sawa 


Together forever; peace, loved 
by the people until the end of 
times; swear by the ashes of 
those who have left and on the 
black burnt stones; the nation 
does not die; seeds of martyrs, 
country of peace; freedom at 
the hands of the poor and in the 
nets of the fishermen,; freedom 
is coming; martyrs With the 
forgotten faces who have died 
for the land, victory and 
freedom are coming 


- Inspires a festive context; 
- involves whistling and 
shouts of group (dabke-like) 
dancing; 

- exaltation of martyrdom, 
link with the eventual victory 


F80s- 


Fikon 
tensu 


You can forget everything; do 
not forget your country; my 
country is my gold, my joy, my 
anger; I let go of my voice but 
not of my country 


- Holding on to land and 
glory; 

- notice the instrumentation 
style (by Ziad Rahbani) 


F80s- 


Eswaret 
el aroos 


Honor, war, you remain my 
love O dust of the South; sing 
your name; the sun will darken 
if your dust is not mine; a 
people that is tougher than 
Wars 


- Poetic recollection of 
national monuments; 
- hanging on to the land 


F80s- 


Bhebbak 
ya lebnan 


I love you Lebanon, my 
country; Î want to stay 
regardless of suffering; if I 
leave, the world will be a lie; I 
love you in your poverty and 
your glory; do not forget me; 
they asked what is wrong; 
there are gun shots and fire; the 
country is being  reborn; 


- Love song to the country; 
- includes a verse 
mentioning the war; 

- link with giving hope, a 
phoenix rebirth; 

- getting out of the war 
stronger and more united despite 
the apparent divisions; choosing 
not to immigrate 


111 


dignity; 
things 
joined back by our love for you 


stubborn people; if 
separate us, we are 


List of songs sung by Georges Khabbaz with the translated keywords and tone 


description: 
Song | Song Keywords Description 
code |title 
GK08 |Bel aali | My nation, raise your name |- School children like 
el aali on high; don’t worry; I will | chorus; 
not complain, you are clean; | - repetition of ‘my country 
your flag is glorious; we | is clean’; 
rebuild again and again - Part of a play 
GK10 | Ala Waiting in humiliation, | Immigration and humiliation of 
babek ya | young and old, poor and rich; | visa applications 
safara ambition, debt, future; no 
work, ungrateful jobs 


List of songs sung by 


Ghassan Rahbani with the translated keywords and tone 


description: 
Song | Song title Keywords Description 
code 
GRO8 | Bisharafkon | Let someone intervene and ruin | - Predicting things 
hada things; summer is at hand; | going wrong; 
yharkesh expatriates return; hotels and |- never enjoying à 
restaurants have been renovated; | stable political situation; 
come and bring whomever along; | - ‘Political leaders 
profit; tourists; culture and the | believe that the people 
arts, services providers; news; | that never dies has grown 
media; unpredicted conflict in | accustomed to this 
spring; ruin people’s plans, make | masquerade’ 
them think of traveling; summer 
fires, ecological hazards; the 
Lebanese miracle; they think the 
people have grown used to this 
summer 1s Off 
GROS | Kermal el am | For the sake of those dying; a |- Setting forth the 
bi mootu conscience stand; nation on the | urgency of change; 
cliff, grave danger; enough |- a call to stop 
selfishness; only  forgiveness | being  selfish and to 
protects Lebanon; no more time | forgive 
for talking; you are against God 
and humanity 1f you do not take a 
stand at least once; you are 
selfish men who have trampled 
the country; personal interests; 
martyrs’ blood, martyrs’ mothers; 
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wearing black forever 


List of songs sung 


by Ghassan Saliba with the translated keywords and tone 


description: 

Song | Song Keywords Interpretation 

code |title 

GS87 | Lamaet Revolution, hate, blood; | - A call to arms for freedom; 
abwa el | strengthen your heart, | - choosing either death or 
thawra attack; death or freedom; | freedom, but not living under the 


Never before has such 
sadness been heard of; I |- 


call to you;  neither 
oppression nor 
humiliation; begging for | - 
independence; foreign 
nations 


begging for 
foreign countries; 


oppression; 


Critique to external relations: 
independence from 


lack of independence defined 


as being ruled by foreigners and 
merchants 


List of songs sung by Julia Boutros with the translated keywords and tone 


description: 
Song | Song Keywords Description 
code | title 
JB91 | Ghabet The sun of truth has set; dawn has | - Refusal to die, mainly 
shams el | turned into sunset; we refuse to | about the Southern region of 
ha’ die; tell them we’re staying; the | Lebanon: 
land is ours; they sold words, | - hanging on to land in 
crucified justice, bleeding peace; | spite of wars; 
we don’t care about war, we’re | - giving hope through 
staying no matter what happens; do | an anti-immigration spirit: 
not fear wars and deprivation; | - wars come and go but 
despite everything that happened, | people stay rooted in the land 
the land is ours; trees of laurel; 
dignity 
JB92 | Ya Rebels of the earth; oppression, | - A call for revolution; 
thuwar el | tyranny, deprivation, anger, | - taking a stand against 
ard destruction; they are testifying | injustice; 
falsely, the land will be lost; | - repetition with fewer 
buying and selling, no conscience; | words make it more 
you are the revolution, the | accessible and easy to 
conscience, the strict justice, the | memorize; 
wind of change, the rising light in | - all men’s choir to 
the darkness of forgetfulness convey rebel attitude and 
readiness 
JBOÏ | Nehna el | Revolution, anger, hope for the |- Celebrating military 
thawra coming generations; history of | hope; 
heroes; dawn, sword; joy of |- many repetitions of 
children; we will forget the hard | the same verse and chorus 
days; forgotten people; exiled in 
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our own country; freedom, 
forgotten tears of Joy; precious 
victory 
JB04 | Ana I live on freedom; we fall together; | - A call for 
betnafas | you cannot cancel me, you have to | communication; 
heriyi listen and talk to me; look for the | - thinking freedom 
real remedy to our problem; hear | through; 
me, enough is enough; we can find | - trying to suggest 
a solution if we think together; | practical solutions; 
voice of freedom higher than other | - a call to accept and 
voices; injustice will not prevail; | respect diversity; 
the world cannot have the same | - the tone is turning 
color, the order of life cannot be | practical not just 
changed emotional/sentimental 
nationalism while still 
emphasizing the general 
concept of freedom 
JB0O7 | Ana I fear for my children; I fear for my | - Emphasizes the 
khawf1 country; injustice; [ don’t know | absurdity of the events: 
aa wladi | where we are going; the eye does | - words of fear, 
not sleep, the heart does not sleep; | injustice, craziness, stealing, 
love was stolen, our feelings were | killing, selling  dignity, 
killed; the world is in exile, the | divisions, illusions; 
people are scattered; they are | - fear of the future and 
buying names, they are selling | future generations 
dignity; truth has become illusions; 
do not ask what has become of the 
world; life is hard; crazy land; my 
eyes are tired of the night 
JB14 | Hkayet A prise was paid for people’s | - Tribute to national 
Watan blood; price was too high; take me | martyrs; 
to Lebanon, the heart and the eyes | - acknowledgment that 
are awake the price of blood they paid is 
a heavy price; 
- stating that the 
country is about what they 
did; 
- longing to come back 
to Lebanon 


List of songs sung by Magida El-Roumi with the translated keywords and tone 


description: 
Song | Song title Keywords Description 
code 
MR75 | Am Dream, gifts, come back, |- Poetic nationalism; 
behlamak goodness, throne, they said he | - heard of death, 
got killed, do not believe; | refuses to accept it; 
today more than ever, smile, | - in denial; 
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wounded 


- call to stay strong and 
glorious ‘like the sun” 


MR32 


Shaabak 
wa’ef 
berreeh 


standing against the 


love my country 


Long night, long trip, waiting | - 
for the light; your people is | - 


new light, new dawn, hope, my 


Poetic; 
sentimental wording; 
storm; | - a tribute to 
endurance; 


- the night will be over, 
wait for the sun to rise 


List of songs sung by Nasri Chamseddine with 


the translated keywords and tone 


description: 

Song | Song Keywords Description 

code |title 

NC62 | Allah Patience, numbers don’t |- Same play as Btetloj eddeni 

mhayyi matter, drunk with glory, | - a dialogue, part of a theatrical 
askarna | victory scene; 
- Patriotic song; 
- all soldiers came back from 
the battlefield except Salem who 
died there; 
- exalts the image of a self- 
sacrificing leader; 
- emphasizes the glory of the 
battlefield and the cedar as the 
national symbol 

NC70 | Nater I am waiting; I will not | - Anti-immigration song; 

S abandon these vaults; They | - ‘What are you waiting for?’; 
say immigrate what are |- no answer, he 1s simply 
you waiting for?, Waiting, | waiting, holding on to some hope 
more fear, tears, I will not 
abandon, exiled in my 
land, humiliation, stole, 
immigrate, Waiting 


List of songs sung by Philemon Wehbe with the translated keywords and tone 


description: 

Song | Song | Keywords Description 

code |title 

PW76 | Klashi | Barricade, they’re all fighting in our land; | Turning  tragedy 
nkov  |sitting minding my business, hid in the bus, | into amusement 


snipers, fear; occupying officer, not a big deal, 
no fridge, stolen crystalwear, burnt library, 


table taken away 
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List of songs sung by Remi Bandali with the translated keywords and tone 


description: 
Song | Song Keywords Description 
code |title 
RB80 | Kan We had a home; it got burned, I am | - War through a 
s-1 enna cold, my bed is stolen, I want my | child’s lens; 
beyt home, give me back my home, give | - loss and destruction 
me back my toys and my wooden | of home; 
horse - seeking the 
audience’s emotional 
involvement 
RB80 | Atoona | No holidays, no decoration, burnt | - Seeking the 
s-2 ttufooli |land, stolen freedom, small land, | audience’s emotional 
give back peace, give back | involvement to protect 
childhood children; 
- notice the use of 
three languages 


List of songs sung by Salwa El-Katrib with the translated keywords and tone 


description: 

Song | Song Keywords Description 

code |title 

7? Rahu w | Foreign cloths; sold the |- Description of the 

lebsu path; forgot those left | bitterness of immigration for those 

behind; left without saying | who are left behind; 
goodbye; a thrown away |- a song about not coming 
key; remember; closed door; | back and the lost connection ‘will 
sold land; are lost; call out, | we never remember those whose 
forgot door is closed?” 

SK70s | Yemkin | Perhaps today,  perhaps | - Basic hope; 

-2 halla tomorrow; perhaps in a|- ‘it will end soon’; 
week; wake up; wipe the |- reminiscence of the good 
tear; strange road, near end; | old times and all the people that are 
spoke out; remember those | gone; 
who are gone; will those | - same answer echoes as 
days come back; soon this | chorus ‘we will wake up, and the 
will end, we will rise, wake | night will be gone, maybe today, 
up from the drunkness of | maybe tomorrow”; 
this cup; we complained and | - reminiscence,  complaint, 
sent words until no words | still holding on to hope 
were left 

SK70s | Ya Going away; freedom, no |- Addressed to someone 

-3 rayeh change, don’t forget, | leaving the country; 
remember, open door; |- bidding him to send 
remind the world that the | greetings to all whom he will meet; 
land that is always | - reminding him that the land 


116 


welcoming and whose doors 
are never closed even if its 
heart is broken; seeds of 
love 


he is leaving will be more precious 
that whatever he meets along the 
Way; 

- pictures his country as the 
land that is unshakeable, as the 
‘song that speaks of freedom’; 

- presented as a legacy of 
love that needs to be shared with 
the world 


SK70s 
4 


Oluli 
waynun 


Where are the tough men; 
no answer; tired 


- Where are the tough men, 
1s there none to be found, are they 
tired; 

- calling back for them 


List of songs written by Sami Hawat with the translated keywords and tone 


description: 

Song | Song Keywords Description 

code |title 

SH80 | Buwab | Doors of joy; frail wood; the | - The doors of happiness do 
s-l el children are gone; no country | not have any wood left; 

Farah |left - it’s utterly hopeless, there 
are no more children, there’s not 
even a ruin that’s left to say ‘there 
was a country here” 

SH80 | Shbena | Party, sectarianism, heavy | - A song about feeling 
s-2 ba’a load, tribes, what a | helpless; 
generation; TUiINS, learn | - ‘we’re sick and tired of all 
history, martyrs,  satisfy | this’, talking will not make a 
leaders, we have had enough, | difference 
there’s no more use, we’re 
done with talking 


List of songs sung by Wadih Safi with the translated keywords and tone description: 


S 


heaven, 
it, 


country, protect, 
speaking about 


son; 


stairs; coming back in glory 


keep 
stay alert, 
preserve your land for your own 
walk the path of glory; 
heaven will bless you; building 


Song | Song Keywords Description 
code |title 
WS80 | Yabni | My son, give your heart to your | - Presented as a father’s 


instruction to his son, to wake 
the eye that sleeps, protect 
and preserve the land for 
future generations, fly away 
and your land will welcome 
you back in glory; 

- does not mind 
immigration as long as his 
child comes back in glory, 1.e. 
money, influence; staying 
rooted even if they live 
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elsewhere 


WS90 | Oom 
S mnel 
beer 


Get up; you suffered enough; 
nothing  worse can  happen; 
injustice ends; either today or 
tomorrow; land of abundance, 
despite sufferings, old days will 
return, Rise from the well where 
you have buried yourself ; suffered 
too much; suffering for too long 


- An incentive to hope 
for the old days to come back 
and the suffering to end 


List of songs sung by Zaki Nassif with the translated keywords and tone description: 


Song | Songtitle | Keywords Description 

code 

ZK80 | Rajeh rajeh | Lebanon will be rebuilt; more | - Festive song; 

S yetammar | beautiful than ever; all strong | - Giving the ultimate 
hands join with us; dance and | hope: Lebanon will be rebuilt, 
song; our image together | it will be even better than it 
gladdens hearts and sends | ever was; 
away attacks; hand in hand; |- we are standing 
walking as one giant laughing | together; presents the ‘dabke’ 
at storms; promising summer dance as a metaphor of 

standing together and helping 
each other; 

- summer Will be 
worthwhile; 

- the beauty of staying 
united 

7? Mahma Wounded country, pick it up, | - A call to persevere, to 

yetjarrah despite small numbers; it is not | confront and take steps 

baladna one of our habits to mourn 
beside the ruins; love has no 
place in the hearts that do not 
know Joy; the people of 
determination have spoken and 
they have been heard; their 
word helps him who is afraid 
of darkness to light the 
darkness and wake up; we have 
given our Word and our dignity 
is at stake, we will live it 
through 


List of songs written by Ziad Rahbani with the translated keywords and tone 


description: 

Song |Songtitle | Keywords Description 

code 

ZRT0s | Nasheed el | Poor people; to whom is my |- Who are the children 
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thawra 


land; why are children dying; 
hungry people in my country; 
been asleep for years; decide to 
wake up today; do not blame; 
thousands of oppressed; years of 
blood 


dying for? They are hungry 
in their own land; 

- Who is my land for? 
- We have been asleep 
for many years but we have 
decided to wake up today; 

- ‘Years of blood are 
at hand” 


ZR35 | Ana much | I am not a blasphemer; hunger, | - Mentions a desire 
kafer sickness, humiliation, debt, not | and an  incapacity for 
capable of immigrating, buried | immigration; 
at home, stealing food from my | - critique of the social 
mouth and religious status quo; 
- interesting address to 
a “she” 

ZR90OSs | Shu  hal | What a generation; generation | - Deep critique of the 

-] jeel of war; murder; hitting; no | war generation; 
interest in the world nor in |- stating its a 
others; interest in drugs and | hopeless case 
alcohol; no solution; no 
communication, humiliated us 
in the world; role of the mother 
and father; have mercy 

ZR90s | Ana walla | Ï want to congratulate; | - Extreme discontent; 

-2 fekri congratulate your parents for |- dedicated to the 

hannik having you; clear positions; | ‘national leader’ in an 
political tactics; martyrs old and | introduction that says it 
new; martyrs old and young; | should have been dedicated 
neighbor; if you wake you up | to any ‘traditional Lebanese 
angry, people die; the Lebanese | leader”; 
people approves, wants to |- blames the 
reward you; song dedicated to | population for not speaking 
the so-called freedom; forced to | up and seeking change 
congratulate; renewed term 

ZR90s | Annizam |If he’s not respecting order, | - Extreme sarcasm:; 

-3 change the order; it’s not his | - criticizing peace and 
fault, it’s the order’s fault; your | chaos; 
war is not correct and your |- ‘If things don't 
peace is no peace; I don’t | follow the established order, 
understand change the order’ is offered 

as a solution 

ZR90s | Oom foot | Go to sleep and dream that |- Sarcasm, 

-4 nam things will change; songs about | helplessness of change; 
national unity, hopes for |- the country has 
security evolutions, | changed with no hope of 
congratulations for our | being put back together 


Lebanese formula; this is not a 
country, just a group of people 
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List of songs sung 


by Mashrou Leila with the translated keywords and tone 


description: 

Song | Song title | Keywords Description 

code 

MLO09 | Taboor 50 years; fighting the same war; | - Helplessness for 
we don’t forget; the country is a | fighting the same war and 
waiting hall; queue to the airport; | not seeing the end of it; 
we’re tired of debt, humiliation, | - Description of 
hunger; I recognize the place, it’s | absurdity, of an ever 
the wrong era; they forgot this is | occurring deja-vu 
today 

ML13 | Lel watan | Others control tornados while we | - Helplessness of 


are blown away by a breeze; dare 
ask, they silence you; they say 
you’re a traitor whenever you 
demand change; they lead you to 
despair in order to sell your 
freedoms; they said stop 
preaching, stop frowning, come 
dance for me; they tought you the 
national hymn, they said your 
struggle is useful for the country; 
they made you numb, they said 
your apathy is useful for the 
country 


youth with 
authority; 

- do not claim 
change or frown upon the 
answers you are getting, 
come make me dance — a 
metaphor of prostitution; 

: strong sarcasm 
‘they say you are a traitor 
every time you demand 
change’; 

- they make you 
helpless so you give up 
your liberties for the sake 
of the country”; 

- deep criticism of 
the state of the population 
and its apathy 


dealing 


Appendix E. List of tables representing each song’s themes and 


thematic attitudes, divided by decade 


List of songs from 1960 to 1969 according to the 5 themes and 6 thematic attitudes: 


Song Song title Affiliation Theme Thematic 
code attitudes 
F60s-1 | Badna nkamel Fairuz Hope for the | Holding on 
future 
NC62 | Allah  mhayyi | Nasri Nationalistic Praising 
askarna Chamseddine sentimentality military glory 
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F62 Btetloj eddeni Fairuz Lament of death; | Praising 
Nationalistic 
sentimentality 
F60s-2 | Lawen Rayhin Fairuz Discontent with | Feeling 
the status quo helpless, 
choosing to 
immigrate, 
holding on 


List of songs from 1970 to 1979 according to the 5 themes and 6 thematic attitudes: 


Song Song title Affiliation Theme Thematic 
code attitudes 
NC70s | Nater Nasri Hope for the | Holding on 
Chamseddine future 
F70s Bayti ana baytak | Fairuz Lament of death | Holding on 
PW76 | Klashinkov Philemon Wehbe | Discontent with | Being sarcastic 
the status quo 
ZRT7Os | Nasheed el | Ziad Rahbani Discontent with | Confronting 
thawra the status quo 
SK70s- | Rahu w lebsu Salwa el Katrib Attachment to | Feeling helpless 
É the past 
SK70s- | Yemkin halla Salwa el Katrib Attachment to | Confronting; 
2 the past; Lament | holding on 
of death; Hope 
for the future 
F72 Tlena ala daw Fairuz Nationalistic Praising 
sentimentality, military  glory, 
hope for the | holding on 
future 
MR75 | Am behlamak Magida AlRoumi | Nationalistic Holding on 
sentimentality; 
Hope for the 
future 
SK70s- | Ya rayeh Salwa el Katrib Attachment to | Choosing to 
3 the past; | immigrate, 
Nationalistic holding on 
sentimentality 
SK70s- | Oluli waynun Salwa el Katrib Attachment to | Holding on 
4 the past; 
nationalistic 
sentimentality 
F70 Shady Fairuz Attachment to | Feeling helpless 
the past; Lament 
of death 
F77 Bi oolu zghayar | Fairuz Nationalistic Holding on 
baladi sentimentality 
F77-2 | Zahrat al janoob | Fairuz Attachment to | Feeling helpless 
the past, 
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nationalistic 
sentimentality 


List of songs from 1980 to 1989 according to the 5 themes and 6 thematic attitudes: 


Song Song title Affiliation Theme Thematic 
code attitudes 
SH80s- | Buwab el Farah | Sami Hawat Attachment to | Feeling helpless 
1 the past; Lament 
of death 
F80s-1 | Rejetel asfoora | Fairuz Lament of death; | Holding on 
Hope for the 
future 
F80s-2 | Rah neba sawa | Fairuz Nationalistic Confronting; 
sentimentality; Holding on 
Lament of death; 
Discontent with 
the status quo; 
Hope for the 
future 
F80s-3 | Fikon tensu Fairuz Nationalistic Holding on 
sentimentality 
F80s-4 | Eswaret el aroos | Fairuz Nationalistic Holding on 
sentimentality 
GS87 | Lamaet abwa el | Ghassan Saliba Nationalistic Praising military 
thawra sentimentality; victory; 
Discontent with | Confronting 
the status quo; 
Hope for the 
future 
MR32 | Shaabak waef | Magida AIRoumi | Nationalistic Confronting; 
berreeh sentimentality; Holding on 
Hope for the 
future 
RB80s- | Kan enna beyt Remi Bandali Lament of death | Feeling helpless 
Il 
RB80s- | Atoona ttufooli | Remi Bandali Nationalistic Feeling helpless 
2 sentimentality 
WS80s | Yabni Wadih el Safi Nationalistic Praising military 
sentimentality; glory; Choosing 
Hope for the |to immigrate; 
future Holding on 
ZK80s | Rajeh rajeh | Zaki Nassif Nationalistic Confronting; 
yetammar sentimentality; Holding on 
Hope for the 
future 
ZR3S | Ana much kafer | Ziad Rahbani Discontent with | Confronting; 
the status quo Feeling 
helpless; 
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Choosing to 
immigrate; 
Being sarcastic 
F80s-5 | Bhebbak ya | Fairuz Nationalistic Holding on 
lebnan sentimentality 
SH80s- | Shbena ba’a Sami Hawat Discontent with | Feeling 
2 the status quo helpless; Being 
sarcastiC 
List of songs from 1990 to 1999 according to the 5 themes and 6 thematic attitudes: 
Song Song title Affiliation Theme Thematic 
code attitudes 
ZR9Os- | Shu hal jeel Ziad Rahbani Discontent with | Feeling 
1 the status quo helpless; Being 
sarcastiC 
JB92 Ya thuwar el ard | Julia Boutros Discontent with | Praising military 
the status quo; | glory; 
Hope for the | Confronting 
future 
JB91 Ghabet shams el | Julia Boutros Nationalistic Confronting; 
ha’ sentimentality; Holding on 
Lament of death; 
Hope for the 
future 
WS90s | Oom mnel beer | Wadih el Safi Attachment to | Holding on 
the past; Hope 
for the future 
ZR9Os- | Ana walla fekri | Ziad Rahbani Discontent with | Confronting; 
2 hannik the status quo Being sarcastic 
ZK90s | Mahma Zaki Nassif Nationalistic Confronting; 
yetjarrah sentimentality; Holding on 
baladna Hope for the 
future 
ZR9Os- | Annizam Ziad Rahbani Discontent with | Being sarcastic 
3 the status quo 
ZR9Os- | Oom foot nam Ziad Rahbani Discontent with | Feeling 
4 the status quo helpless; Being 
sarcastic 


List of songs from 2000 to 2009 according to the 5 themes and 6 thematic attitudes: 


Song Song title Affiliation Theme Thematic 

code attitudes 

MLO9 | Taboor Mashrou Leila Discontent with | Feeling helpless 
the status quo 

JBOI Nehna el thawra | Julia Boutros Nationalistic Praising military 
sentimentality glory 
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GRO8 | Bisharafkon Ghassan Rahbani | Discontent with | Being sarcastic 
hada yharkesh the status quo 
GROS | Kermal el am bi | Ghassan Rahbani | Lament of death; | Confronting 
mootu Discontent of the 
status quo 
JB07 Ana khawfi aa | Julia Boutros Discontent with | Feeling helpless 
wladi the status quo 
JBO4 Ana  betnafas | Julia Boutros Discontent with | Confronting; 
heriyi the status quo; | Holding on 
Hope for the 
future 
GK08 | Bel aali el aali Georges Nationalistic Being sarcastic 
Khabbaz sentimentality 
CRO8 Ala shou | Charbel Rouhana | Nationalistic Being sarcastic; 
mekhtelfin sentimentality; Holding on 
Discontent with 
the status quo 
CRO6 | La chou | Charbel Rouhana | Discontent with | Feeling helpless; 
etteghyeer the status quo; | Being sarcastic 
Hope for the 
future 
CRO6 | Al hamdu lellah | Charbel Rouhana | Nationalistic Choosing to 
sentimentality immigrate; 
Holding on 


List of songs from 2010 to 2014 according to the 5 themes and 6 thematic attitudes: 


Song Song title Affiliation Themes Thematic 
code attitudes 
JB14 Hkayet Watan Julia Boutros Nationalistic Holding on 
sentimentality; 
Lament of death 
ML13 |Lel watan Mashrou Leila Discontent with | Feeling 
the status quo helpless; Being 
sarcastiC 
GB10 |Ala babek ya | Georges Discontent with | Feeling 
safara Khabbaz the status quo helpless; 
Choosing to 
immigrate 
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Appendix F. Questionnaire 


The following questionnaire introduction was sent through 


SurveyMonkey.com: 
Please read carefully. 


This questionnaire is part of a Research thesis for a Masters’ degree. It aims 
to study the evolution of linguistic choices in popular Lebanese songs that deal with 


the subject of war in general. 


The information you provide will be used to quantify the young Lebanese 
views on certain Lebanese songs, singers and songwriters. Your answers will not be 
released to anyone and your identity will remain anonymous. Your name will not be 
written on the questionnaire or be kept in any other records. All responses you 
provide for this study will remain confidential. When the results of the study are 
reported, you will not be identified by name or any other information that could be 
used to infer your identity. Only researchers will have access to view any data 
collected during this research. Your participation is voluntary and you may withdraw 
from this research any time you wish. Your refusal to participate will not result in 


any penalty or loss of benefits. 


The research intends to abide by all commonly acknowledged ethical codes. 
You agree to participate in this research project by filling the following 


questionnaire. If you have any questions, you may contact: 


Maryse Karam 
Phone: 03-965103 


Email: maryse.karam @lau.edu 


If you have any questions about your rights as a participant in this study, or 
you want to talk to someone outside the research, please contact the: 
IRB Office, 
Lebanese American University 


3rd Floor, Dorm À, Byblos Campus 
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Tel: 00 961 1 786456 ext. (2332) 


By clicking the "Next" button below, you acknowledge reading and 


understanding the above, and you agree to participating in the study. 


1. Please fill in the following demographic information: 


Nationality: 


Second nationality (if any): 


Year of birth: 


Place of birth: 


Place of current residence (if different than place of birth): 


Number of years in current residence: 


Favorite musical style(s): 


2. Which statement best describes you? 


e [love Lebanon. I would rather live there than anywhere else abroad. 

e _Ilove Lebanon, but I don’t mind living abroad if conditions are better. 

e I love Lebanon, but I can’t stand living here. l’m frustrated and will be 
leaving as soon as possible. 

e I don’t really care. I will live wherever is better. 

e [never really liked Lebanon for various reasons. 


e Others (Please specify): 


3. What is your favorite Lebanese song? 


4. What is your favorite song of all time? 
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5. Name the first Lebanese song that comes to mind when you think of war. 


What does it remind you of? 


6. Name the singer, lyricist and songwriter of this song. Please specify in case 


you do not know one of them. 


7. Rate each of the following musicians on the provided scale. 


I strongly 
dislike 
their songs 


I 
dislike 
their 
SON£s 


I am 
indifferent 
to their 
SON£s 


J am not 
familiar 

with their 
songs at all 


I like 
their 
songs 


I 
strongly 
like their 
songs 


Charbel 
Rouhana 


Fayruz 


Filemon 
Wehbe 


Georges 
Khabbaz 


Ghassan 
Rahbani 


Ghassan 
Saliba 


Joseph Sakr 


Julia Boutros 


Mashrou Leila 
(Band) 


Majida Al- 
Roumi 


Makhoul 
Kassouf 


Nasri 
Chamseddine 


The  Rahbani 
brothers 


Remi Bandali 


Romeo 
Lahoud 


Salwa el 
Katrib 


Sami Hawat 


Wadih el Safi 


Zaki Nassif 


Ziad Rahbani 
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Appendix G: Interview transcripts 


G.1. Interview with Charbel Rouhana 


En gg ju 9 CE fie QE Qi fl ç5 58 ds 3 


JK Ge ss Gb ap sil Dusss cmusdll Giss jrs Lil Ce émise ColuYb Ut SN 
æe Qi SL, Lilly us gas ÿ las ÿ (äuu gall sil Clé sl (unis 61 (la 621$ (éu sell ,çêus gall 
LI (ie ils ie Li SN LAS, ain, a sbn TS él, $Ë il Ge paxil lans s (538 Le cletiseie 
FRS Cu je 6 nu ge co JA (ll Abou sall 48 JAll 3 gel CHR 35e Ca jan 55 eau Yi CALAIS Qui, Le Lulu 
coins galls Cuee ppmge Ce je Que all ss Gb Ci coin cod Gel së5 dlas pit 8 358 (ua us 
gl si Aa cul Monnill il Ga leaut Kiss ie Jo (ie Oups ,CuiS Li cool se Le Lans 5 
De 54 SI, juil Ge GS pe US, Giles (SU (sise al JS JE (5 SE 2006-2005Jdb 
Qi; Lg pssdla Ge Ci 8-7 Gi ds je ALL ue oilac SOS Ce cymé alu Ulis 
sil di Fu cé je «abl sall Ge 5 païpall Ge 3 Aubull Ge nés 6 patill gl Àjl pue La ses Ait 
Ja Aiall Qi «8 dl jé 3 Cal si ua Qi dela sil slall Gus LOS Cd je ed jà ca ant 
GE Y vins is clauudll CSS JE Gé Les Le Je ani sil Gun lan sd jé Des die 
A Cab ji LIL ads Grau IL Qu CS Ci je maximum 7-6 ir Jui Le se Lais Yl 
cat Le Ul Sa (Ale VI ail, ii Ce Ga .Cné l'olausels C5 55 JENI le Cssi Gousts Css 
Clan VI (ou (Béia (cie (Déaie Le Leg legs picasso 95l sb «Cl sb Gus FOR ci > 96100 
ee Sal gli JEVI le sil Gus éçobus ge DSi ae 6 ilèl ii a Lelat Ce (lb 


CHU Gel Si pe 


ie JSae UŸ cie Je sil Jgb ant gli Le (jp FRS ci je IN ge (alu 38 col 

dla Sas je » get dJobu (5 peus aa Ji (Ë Lib, Sas cé se ç jus U (AL Css 60) ÈS Uil 
ce oi pr Le obus All (Sas rans all Sas 6 jet 3 glas CG il Ji Ab Las, all AUS 
Os dla SK 9 58 CAS 5 digu CRS 3 au CS 08 pes Le all ie Gba Yl dis (es sl Gil J ss Je 
& de Gi sil dal a Lt Gi Ge à ve Go ae Gi dé CSS LE, sil JEU Ge 


AE âetie çgaie Le QE Je cou Le V3 Gin Je qd sf gi vin Ge Jin ie) 


File VI (3 y ex él y3 


As je ali SY AU Ul çosie 5 3 all Jill las Johe las ile VI Lie Yi (5 à Jar 
da LS ci je Où Ja dal Qi Qù coaie Le il gif ous IS Qilèl LAS cé je what for Bal 
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ue cle Less (Se jui Ailéal 5 Jia 5! éldie 5 ju Lau g 55 ENT Ge 125 6 je co pus 
JaSS Leraus ae (ll OSar debut s (âpu 9aS d5p 50 (ile sil Li (ie eélacluis sil (ë al «ç5la 
ge Ule « jxill Ge Ulee (in «le jé I Ga .J5Yl ç5 shall le (ou cledues se QI ie Yles 
HS 2 Qalill À 40 ; 30 5 20 Ces fa di je 6 JS ae (5 mé 5 clilae ÿ lac ÿ Lilac 644 yall Al 
CHixall ges 1 ill ge 5! Cnlpull ff ae 3 AA (es di ae 1 «0 Cits CR ll ape ae 5 
cialis; 555 Qle JSLidll (à sit Cul (ie has Le punill 6Y jaill Jias Le Ailiie au gas (oies 
JV le Ball eçmall Qailall ca plu us Le dal 95 (ins Ÿ lae Qu 55 Le pfeills 355 Le 
OS 55 œuaïll a) (aies (gi sl Qouy cas (5 je Jia cela ai JS a) coins élue Sé (oies Lil 
ue ae Cul lil ga (pli lus 96100 Lei Gun ae (he sl cuil das QU gli Lane ccilagl dlaie 
DS AUS ; (nu sal Aie OS Ci je Die un je dsl sl; ÀAlS 1 use ally Le BY (J'étéilla 
Ci je dl CS, pus Die ED (35 ne pile C6 aa ll (à Le FRS Ci je SE prie qu oll 
gl pi Âbsl (8 SAS dé je eau (Gsses Au (Sy On Âipadll Abatlla (En 5 Sas 
DsSu Call 3 culaiel Jus si Laits ç 53 Celle 1 Aa ça élue; lgie (Si y Lomatiiis Asa li 
Gla nes dsl ll Si ES dla lenmèies Aiall 1 Gépu sell éliaïs as 5 cle C&as ED (35 35e 
es dan sil La paie QIL Jon is As Ke dhols gaine (à Les JS (ll paie (à La 
Ge Dose las ac Gla Gixs IV Gulei (à Le aUB5 « systèmeull cle nile Lili clic Qus .JSUe 
gasl" purill ùl ie il Lan Le Qu (ia più (5 pue Sul; Gilal jxll cbelt)l «ceinture 
CHE Cailpall die ous CS Bot Cul Gus SOS ci je Sal ls DES "5 Gps «pi 
cute Le die 496100 Dsitll Gala QU Alu Ci JS 0 silél Goudei las cluaus lu ous Ga lle 
ile je Vs Ggillle (île (eV «(ile çoe (y giall NA 6 je 5 V3 coadf GIE QUI Hô Come (3 D 
Où se (is AUS (is ain (Si MS Lyiolu SAS Ci je Lena ele Ci 158 <è SŸ Jin ( silille 
Dasill gays bles Li is Gus Gal à Je Gun dun GA (3 Guals Gual dle catill 

sal 


D HU ali (à 


LS ceintured GS AN Cupeñ ue Cu Lie us Vie Use Aellie (à 

ll L yle ..J 55e) lei CS il Don’t talk and drive Ge ëaas les Culte Gla cie 

imessage sis Osilile au ç ji lui Mie (us gun (ins (3 gouts ae 3 (5 58 ALI sa CS os Las 
ES Là pes Le 


SY ebay ALhille Gus (3 6 slazr CAS Cà pas Le 63 À plan sil at acen fait «xs d 3! 
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Line (oies Séln Qie «JaYl Lau Ÿ 3 (es Uillac Uleë JS (ie où aal ln «JaYl lens 
el AG Cola des larg leg sple ge gl JS eaiss (ù st sil dumy (5 jeu Gus aa gli 
Las Aallla Cols Le 35 Dole Job Li pat Bal (ea (og das sil couts ou due JÉu (ôla ani sl 
«9 58 OAV ali Ginusdll 51 All (Sie salanie QUI (GI la 3 Jdbis aus G peï leds G ai 
à sil could ç jhe (bats jhall « hall Ji Jill Ge Gus Ji ae sil ei Le Gau FOR cé je 
OS «as ill Aelu capuill Lauill Jis AaU pe lil pont dl dlilees cuil Qu 6 pale allall js 
is Ci je «lo patin Mie IL Ge Job CAB Asie Gil Gun 158 Lio (él lie (la (ii 
IS ous Us Snëll Cas ci je «4 JE UE Le Se se ei Co Aide js 41 Sa 6 SA Le qu 
cé at least «la Jaÿla (bai, Aixll 


UK a$ Ci cn is CAS CN) sul él g 


Le 55 Dans Jess (ue) DES jus 15e Gluil die (rue) Gti (race) Las 4K3 (are) 
Qu 5 je cillÿ ÀS JE NS 8 pe cils ins DÉS (ine Ju eçine ja Qu AS I LE sue Si c 
ge Dañi JS sil Gus Lil eœmiell ou SAS cie EDS sus las (ose sil Gauss Cu J'jùs alles 
Sa m8 ll 5! il 5-40 à 5 23 Qi eu ç élus Ci 4! Gil es two options «options cil&al 
5 Où ie 4% & ue Vs jéull Aléal Ge Le Ga One Jibe (AM Cali Gus cs gi xs 
ous ui je 61 3 dede ç Ji, Ci (à la uhall Cylels LS Lo glass is (AI lat us ous l'élan, 
V5 plain Le sil Oil sus sil 58 1 Gaaelé (ia 5 cl 58 pe ae Le sil Oil ses st 15 Lys 3 K pra 
S y système sil Enall LäL Le Jie LS all an FOR dé je (ie, 620) élaie (çà ,8 pal, alllgl 
Qoirs SOUL Laull ge AK (oaie Le 3 Aaubll ge Gi (sie Les dlasll ge AG (oi Le Li S5Y 3 aulls 
nb ge (ile SI la 3ls JS LI all (às sal; danll Ce Jill s ie Css Castle OS co3 38 
Lun aile Ji Ul Cie. ge ins call CO sitäll Al «y gilälle Qële Lit QI pes Gi 5 «oil Col gôll 
dans ualle Cas «ble Qëles Ul texting dam Le Diunl SOUS Gi je (Xe ceinturel ss 
cl jasti 5 JLEVle Ces sil SOS cr je clelaes Âe jus oùl o jiies las il Gus ea ps ec slille à ja Le Î pat 
Den (sa gi (sl cohe sil éllaañus (CS jall Oilé ji ee sil als ll x man (oies cui ss 
Lgie sil éldles 


fale Si 


ss Y 6 S S AUL, A hall és &bé SY It’s too late .Gla It’s too late 

D z si sil AB) mariage blanc hs (oi pe «co, 5 Le SŸ lat Si Le clés pal, 

DÉS (à «ii Lis CSS GS US OA ji, ù dla CH ns çonié an in des cgme juan Anui 

BI II (oies g5l JS (oies SAS Ci je cul ne gl JSè (ôla «58 (ôlee ES Gâble Qui (äi Cali 

8)BU LS paxll ai ali, Yu cui je AU dal gli jSèu Cit 3 us grue (land 3 paie (ins 
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JS Qi jun sil OS QuSalls 5 y oies  S cales Le 15 patin Cul 3 Gla es sl Lil, 
ae Gb 05) Ge Le is) GG mn ll ÿY us als Ci Du Die Gù Gi le Le cie 
.OLS gia 5 (on Lou Al Cle ls Ci 9 ll 


0e Ab Qi VI Ge 5à os QU Jigudll (la ei sl 


fs Se CDü de 


ini y! Ji database Ge ile Y 3Y Eu xs recherche le En fait CDI ge Le 


discographiedl «x; voix de l’orient «cxali ailes Sa sis (ol Ânié JS Cas pre (als 


à 4 hui pe sl sîlae (AL A Juatéill JS lie Le (y 
lets Sa IL LY Ci youtubes ailél (4 (2% JS paul ânes Qi LS Youtubeg SH s él 
lle ie Cuil Las I (ja datesdl Ce 8281 (ie 63 Oui ou ile VI JS lei Le exhaustive 


let SU. ,sarcasm Ji L Gb dt Gleïll L thèmes ile 55 zilèall LAS ne JS g ile s 
81 ss Cnil NI, LY QU IS Sùêns s CS éllés CS y Cola di ani juaill pûl ecpilise Sù 


58 Qù éliie 4 


À sl 


gti pY JAYL éd Cë JM Guës ou sarcasm çoù Ji Cilise più le 


(gb L élie Quris Le 


ee le QuËl 8 paëll Ge (Sas ae Le sal D (ous age sl cs pû hé au éllilé QU (a Le 

de GS pe sil le bois (Sa ae Le Jie le (a CaSall RS els Yi LS ji Ce (Sas 

Adult sil Al lo és jué Gil sil 5 à à & «iè 5 GS € Qu à3 all CA Ait Jai 

58 DS € 5 pie (à NI sit cb CSS 6 Leu ie GAL À pal Âslue ie die 5 JAY Joke À all 
SAS cé je saal dl hey 


clan puis Cé jll pe sel ain ul FRS cé je optimistic Säls (5 né die Qlie Gi 
JL joall Sluëll, Lol ue dute o sa slla JS (pit lines cie, YU dla juan Ci jai 
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le lil 3Y 51 Cine ie CuSall où DS à put céln (ai Aélla jus «cu nil dla Gas 
gà die SI (Je el Génwsdl sil (Sas ae Give Je 25Y ils QI générationdi oise 
à JE Le at pins Li is € il dues HA ins cas Lil Vs, it Ja ns GS Col ci pas 

gi gli (Qi Se agé JÉub pe 5 (ut Gas Ci jé 51 3 


Jéluy sil Qu dal gi Cas C jfi Cid Gus cu YU éluaïll Ge GLS (an cdi aaall ñé cali 


… #6 à A Cu commun db thèmedl Ji 22 255 


New jau (one Cilus An ARS AS Mall mé sl Can cl IA Ge 158 

Ci qu Lyôlu 416 fa Ci > randomly Sin Ÿ Ai Lay le Su Si sil York 

À alles du sb sbolles à (âge (al Lil g5l elil (ee 55 Qu it (oû DST cites D (SE sais 

die (à Le DS SOS cé je Ca Sidll GLS (is is 3 Pl (ire (és pes D Y Si; sil idéalismeul 

Ul ,éla (ie jhalle lelu 4 aaëis célul js (23 8 pet 2S Cù pes (oies À ous LelS allall 3 june (53 Ci sl 
aù DSi Ali Cul (in quai ou Us cu Jens Le il lle où yas 


La dl Gall 4 GNT J SYL 83 guuñ 5 


LD cie ga Que Li bla 1 Lu sil Dhe cilull comes UulSi Grmmuall s auVI (gl il 

JS (558 Cul sil (éies ç5t Aube an Gi Auluu (8 (oies Leïls (an sil SOUS Ci je eCpual (éileles 
cos Os Gb Gt (le À jte pu AD cmd ; UNI «ue JYLes dd sal Ji il 5 s 
«is te Us us je Ci 3f 5 ces gt La jai Luis dlüile Ce cuis (iles si Née np) Yls 
ie ll li ii Us, & Lille allie LE, Gai Qu no pes (à (iles s Ann ges (à dliles ll 
Ge val A LS ns gaie dal 3 JS cel LIN call cÂilidlle (3 più les JS 5 € pas Yle Ca à 9il 
els Lo ou halls Gt ins nes ose Du Li gi FO ci je ue Gi slée 25 salt sil 
LC jble lue EN Le dl y Joall hab ds déle de y558 Gil Osilill à jial ea & Lille 


GA ua 058 Le 9 À 


5 quais han «8 SI Gas Ce jun Qu sall jus Clan Gi lé (IL HU Cueë Cl 


instrumentation dax 3 3 »äll beatJ| Jaxiui (5 Luls sil généralisation slexi élé lle 


SLA] (ju Que message dis sù Uiol lu je 


CA 9! ous cc ol cal à (il Audi ANS sa (oies 65 58 7 Du (Et sell sil Lee CAS cJalKie SI (1 
AI Gy harmoniedt çà 05 pedll qoies Alan Gain sal Ga célis I (osé ES Le DNS 
ceffetJla si Ciel aitill NI 4 AYla (lanta Cia (la (A Eu ae Le Ji (ss 2 sil; Gslll s 
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Ce su (SIA , ie (gai CS Qu ls 68 ySà coalul GE D 5ù Gu LL Cileffet xl ca Le 
ie lu Yl 


message] Ce » js AS Gus 


Joke seu U «as msi oallls LAS leie (ont CES 5 all aies (Si ant Qu cal 

BY ES à 5 CLS CS vus lellaz Ce (5 5ù UE Sas (2 20 ES wi eub Bts oui, ouilé Il ie 

ll D 54 ie Lib plus Le sb dl sl Vie vas OS Ni Ou 65 sl ColuVl Ce (aa 

JS Ÿ is sl es où dans SAS Ci je «maquillagedl dis a) sil an Las caluÿl «ses la 
js slul Jasille (à jet ans cou lis s TA C slila (2 5 j8e 


nostalgia » «2lalls lei Si OÙ di sl cu él Âxalu Li jun pi Qu abc 4 4 
castle he dial Gyall de Dysll pe OBilg Al ji sell (les cÂamoll ges (où JS 3 anal 


3 Lun sil Gil sù .sarcastique GS 3l 5 sell (ii co chans (à Le sil Gus aa gl silall aus gli 


a erage es y5l Lait Ale QI AE 5 à a Ni (Si Job (Gla 
352 ga Via ul lise ist gil Ca Ailes Ji 5 8 is «gl 


Jsë Ul ie ele pe jelill 3 éäwsall 5 OUill Audi ga salle an jie Lu (crue) (ol 

EXS 5% Giga ie Jlall Ge Jial des gas Gé Le 6 ls sil Guns (bu se Gl Jshe 
5% ie cipalla GS (lie OSa 558 spy aaipe p ji su ple JS Cidlls (pu sell 3 CSI 4 
À Al A, Sheet Got Cl un 54 Su cle & x lei sis All Os sé ais 
DES cils ç Qui DS en JS Ailes DES 5ole À ai ailes I À all Goal 1 Gi Giles 58 
os ll Ce je s gl Ji Lai Gla al Ali HN «als pe NI ils Ji 49 all Quis he alles Get Cat 
os 6 sl cJal (bas 8 jé lasie ist ill da Glisse cal JM ge Cnilss JE Cal (oies .Coël 5 Lines 
“ill (5 ei das Ajidall Au JL ço je dlas (oies . 5 Lens Le (531 gl eV aps à ei 4 5Y ina 
La FOS Ci je calais LS cactus (éuu salt cacluss jeñll exclu, Aualls AU Gudess (oi élu 


55! gag Ji Lab ui à aus Je Qu (LC yes 


Lu gif Ain Des ide Uni 58 Jall él y (ie ceills 


JS Auuluull is ilele 5 3 Ait ile il «la fai Qc LS ae easi Qoida els (oies «sl 
y (5h jun (oies Le Ab çoaie Lil (Gla 1 (is 68 ga 3 léanètée « JAN Cle lei; us ji au cildle 5 


133 


ile Gle élulay, Aiisll élan ga sil ed cie as ji Cniu 5 «Cmiu 4-3 «éslie ae Le (oies 
Le ide 261 Bi (3 CG su (is AS GLS (ie, élit (lie cl nl Âiu 40-30 (oies pu ae (ou 5 
giulé, aa sil 53 juan CGI Aaulé if Lan Le Aiiall cÂdulé DES 53 Le mll «3 568 QU eu (5 58 
1 LI oi JS Âlqu cb sue GS où aa M QE JS 5 8 lle e DAY Ce çoats MAI, séualés gas Claill s 
Li pull le quai ae Le a all Cal Gi Liu és if Lau Le als cils 1 REY ile 
ei Qosb (Gpb .g ill «OS Le us éluugalls gile Ce lin ae aals JS « slsèy Le die préiudll 
gl 5 DOUUNT sale pe Aflgull sil 5 Gun pe CS Guat leiVle Cal Sn À je 
GS BEL Osel Don De euil die 5h gl ns (gi SOS cé je céln (éguy galeï ae À ei 
Qi Cu CES jan Vle gaët, GE lan Le Il ca pht ché Ce Sul Jan pus CAS Sun alaët, 


ge 3 Lai pts JV 8 36 le (a js sitio (Sas Qi Le I CAS 665 Je JE 


foin jy sal pv ci 


ec Gas Lil Le eŸ LI ju GAS (Sas pe Lil oies pas çoie dei 55 él «a R ll dues 55 das 

SŸ text SI (é Le pui CA, duslss jen ÿY pas Yle (ol (ii Le Ÿ sil cù je Y es sil 5% ts 

ds Jus, si Ce gl Su Cie eleës adsl (éd sil lei jet (éd lys Ce Eiüle Qui ES (à 

Qha 41 ; LiYl, phrasiologiedh le agäiui s 8 9s lement Cu SV Lys fai Lorie Gus (ei 
DES Aaga 5j (sa Séla 


T pmsall ss Ce su ji cat (A (Dis délice de 


4; DS Merci 
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G.2. Interview with Farid Sabbagh 


The first 10 minutes of the interview were badly recorded. 


Au, Ou AS A6 lus autre Lily lat jales 366 Lolo eo ciai Ua UE (ji 

JS gpudls LS, Gémosdl LV Auills Guise Club ai 9 bay pu Qlsall cg pulls 
GUY Auuills Gi Qies dé juil, Calill Jéxls Gatill JSit és sil Lelariui se Jilus 3 instruments 
Je 955 alagiuie 495 ai lié (AL CE jte JS (oies ç5 Sala paès UI JS, 5 Sail 558 cul 
gris — (éinuge LAS jé (ASS lil Li (aus sal, ul js Llaïul dla Cie Aieall 8 Sal 
Aa} Glaziul — JS (let do és (bu ge (5 58 QE ge (out Âié du Ua (at SŸ (ob se 
clos god jolie JS Ya JS; costumesdis décordi &-L2Yl svisueluls (au sall 5 
sil Jdiu gl 5Y fil jé Vie g pull Vu A Jui Gas Cine JS Jie si dis Gall Aixl s 
St  Cyèes Lensti ous 955 ç5 plais Le sélalé (5 ja Qalill Jai 82,5 calill ge 8 pile AMe gaie 
SY os ébl À jLiles (opnë QL ss al ss aa (à puué cJadll 83) calisis (65 jai 
Bass sa (lb Galill Ja 53) Quuss Caliây 7 juudlle Qis ébilal (ie LeiBaL ço pus cjuill 83, (sas 


On 8 sall Coaill Lesé Jai 48, Lg jul çe 98 UN Lil 7 pudll és Citreë 


statistiques lslaxï Siäl Clé Le (Jia 903 38 Jam 5 


845, ticketJl he daxil QI statistiquesdl £ p.54 De Sa ae (sl 6 daxs 


des AN € Âis pull Lali LS «is EE HS ils Ua Jlaall 8 ju) Anal 48 Ne 3 Ua Jlaall 


ue dl 


SAS 6 Cul cas ji Cas 


ai où Ÿs Gla Dai (os où 6 à Cl (où Ghana dy in svague ç5 35 Jlon lus (im 


a Ua 


sa çà où ù DS du élu oil sil Us pe AUS pres cata das Gil sp la (oies 
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Ag Gas QU ll lat sie col 


D Da sil Us pue JR Gide de ins «ii des Oil Clé Gas Gall El 

OM Qi idéal all ah Gé Le idéal Gai shaiie ae Le céhe lie ai lb ct jh gd oil 
Se vbs US obs US sil 2 jiball Ca «0 s (558 OÙ «ue y pie ca gas gie cal sie LIY Auill, 
2 A als Li Le ie 6 58 gs Li Le die Oil GS 54 cObl (Slatil Qui OU (lai Gus (533 
Lai à aol ie dl gfèn QUAI ale Gal cou las Le Gb dle (G pal Osë Îles (à dis pualls 


Qt 4e ol Le (LS GE #laïil ge RENE #Laïil sie Lil 1 91 Ai 


f ethnique slaïil 


Ca 13 AY Sail Aa (je cuil (A Gé sat sil Ca pme Al Gin cé (ja JiSi Asill 96100 

gi Aus Ul 4DY ie sinus (in eat quas êlai «élit Gad ja lun GISI 48 pes Le Qu dE vai 
gl oeil 5% 6 5û ul Co col A Call Anuills (i Gien Le Gil las (ol sis loss HA Cons 
Lab, (ie Si an 19 All (AL 35 Cat GES co y pie Lai el gl 5 pau LIBS (ol cye Alta 
JS Où less Ai Ji Us à Oil Ba au Gas CN OU es du Bu IL Oil Ge GS Cafe 
Al sil A al Ggu le «db 1 cle QU cali JG qirens QI si ils cute Qi ualill 
Gas LÉVI QU sil Ÿ V5 pme (inents Il LA (il 02 5 jée Lhe DVI CA Cola sil ç558 4us Lil imens 
lil Aus Lil sil lines eCpall Gui Ce Aus il sil Gino Le (as 5 Ul es idlé 3 Last a 
rai Gil sôll sil Ce yiéall je «dl juhll all au GA Ga AU Je sis Oblles Aus U due ail 
ile Qhsi sié gaie anis JS «à Le Last Jia GA ou las SN GA Gas sil De 
ObaYl als Le aux (Gentil és Gb dla Ciel 8 jhue ns Jlsst Gaié 18 (à al 5 Gb 5: 
Lys GA on du du QU CSSS CS case 55 CS «ile jall (niY Aiege (5565 CSS cl 
gas Lil J Uiteïl lumme US Ge ji Ga U Qu me salla Ole vos jil Ga (gli Le LI Anañill 


is pull Giles ÿ Aus jaudll 8 à (ou cAgubul is Ali 
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is pull, il 3 Mes 


ge RSI QU dl dl ds CI (ie Jlsull Gs8 lei Lé Ginl ou cles Ga «çgl 

— gl Sa Con GS Li a sal Fou séill Ce Leluii dlas a (us ue paill Ge Leslui Le Uié co gâill 
ggilale Uk of eut Auilelall Aôe Lei Le calal Aélalall ollall (sys Ÿ Lean si Lans 8 Se (éilale 
Call dues s «5 jee in il jai Le él (LS els 6558 OS Le $ù «OS À ç5 8 5 (oilanl 3 (où Ul (ais 
Lila JS Us 1 Ja cle Gai sil «les Lécgéi Lay Alu à Li Que Autill Léa JS 3 À all Ge 
de Le hs gaul de Le il à On ss sdll Calill JS Gus is Les interactions} s Hide (ns ill 
db 3e 5 Léal ; dlilaY Cul dl Lis Aiés Jai con il till ge (ie ut à Qi Le caal; Clg au 
JS il Se beliefsdi (58 CaŸl gg se cOll Cu ve Cal p gun se IV ill Us Ye 
Leu Qu Ÿ dll, dis dde 11 delull cle ga ji di (ant Ne Cul Ge éfilans 4é ais (ai 
ES 2 JY Vie ll la A (élu as Cats il Qi 1 Âelill Gulle as ji les ati 
Us Qù (à Llll UV Gil, Gui ll cuit Coll élu pus 3 A ILE à is (at 5 Lena ini 85 
ga Qi UN il, CE II, Gb Gide Leg son Le «Ok li (558 las OS «5h 3 olipau lines 
Die CbaiYi I Gisuis Le GS çe3 58 5 ssaalls Ga )Y dans Lil sù GayYl Yu )Yl dé catill 
Oslo lede con Cu EN il ge jen lots cuis ÂuL Ji oxie JE Nil Croge 35 30 
8DY cOlalli On agaall Al a5Ÿ ssaalla (adaëis Lal (ins celS All ill 38 LY All, (le YI 
A De QSal 5h éd DES als la Cu SVT AN ais US Ga als sis Auiall at 
el Os Al Qi QU an ps cÂdéall un Si lalisis Le Ji Ushe © jai a JY Gus «es Lis 
CHE ke vus Âléalla sil à jai AUille «ça lels 35 Cf ie 13 ous AN Je gi (ue Aiéall 
Slt, Lit d5ps sil à ja Altille 64 sall, gs ja Lil abus alé Qhe 1 Gb gll ele 55 
less di cad, Gus das 41 éales QUI 3 4u las QU 3 griâie us cils 4 LA 358 5e Lllbs Le 
lé dulall di, A6 LEON du fé Adèle (55 du dsne Où salt 8,8 J3l 
Lie ss dt J ABB ae j die (és sh CB SE dla, Cas (SE 455 dla Aadls oudls blu gl 
23 GS dll éçoulaull Lalla sil NS Came (oulau LS le Css du 3 Ous soil Las II à 3x, 


OS çgirg aille LelS Gil Lula Le aa sil le Qu qua ai aie 
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dat tal Jen Gi 


Ua chailla Ce Cu ja (is dre juan Qi lan ie GC A à Ge «ll las jû dllts 


Les (aile jsal (es 55 célas Aude 3 cil cn SS dau lesé (Lili dla, 


él ; pe utopique XS sil él QI lise Gas gi 


Os Le 3! Ga Qies dit JUL Lé Gi Ÿ lyl utopique sie clé cuSalls Ji 

A) Da à 55 Dole se Gai Ÿ AY ob Qué s paYu (Sas pe O6 (oies cdle US 
De dfiitl a Ga elll Le Guy AI AL Ge QE Ge dl sl Al, 1936 Liu Ge 60 #5) «36 
A gal Qi Ga lell died Qui Ddlis de sage US sil lé lan Le QU QU aùll ès «au 
1555 Sas e GNT Ooaëis sil Cali de sage (a coll ÂBMe Lell Le AG (es ABUS Les cal jie YI 
où Le A SŸ «ob ll Lili VI Uinags (ù (à Le Mg US Gas gl ste deles Ga ob ol td 
ga US SY Ja Lell Le AG ss ail AN 5 siläll Jalla deu Vie di still load 0e us 
E 52 salles Jai Lola lu Ÿ 5 «Jai las Le Qunsäll JS YU (ire Gif lslee sil ge se CaluYl 
Let GE 1, ds Clise «Oil 48 35250 Gil CDI angl Ge Caine Subull CELUI JS SN 
où Le AI a 15 is Cu le SV As puualls JMS VIT (als eu) 38 cas sil Leil À gall cb je 3 can sil 
8 plauue as (ll c80 52 5e UNI Aitall GUalull JS 3 ctgiolu cl ja YI JS Jai ÿY ill MCE Ja 
Alle Qi Lei ALI Ga Le lu Aéilell Gal 55 Âalee (à Le (oies Aile LS all dutue g 
ie GS Qle élléil si ai jaëts Le soul alla Ldliue QI ALI call 5 ge QI Géilall aus slla 
hs Jyb Vili Caame alla Jani on p3lé ua Le ga (55 5 ù ali Anasäll Ji 3e Yu 
sl jus lelie 15558 AU 1800 cas né Ce j 51 Gal AU (ous 6 cool I AüL leñe çoa 
JS 5 Silla Jens sil Ce lu © JE Li (oies cg junalls uns s 619 AG 5 JS (one ALI Ji 
An judlle Ci Qu dis pudll jet pe CR À pue 6 pau de pan se ua 13 Cailé alla 
DSŸU © jeu cle leu dla ju ae (AN 8 JU JS (oies 5ù © pas Le 619 Alall (éies 5ù ca pes Le 
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Fagaai las dlusi Da YU Us di las tail à cité 


À y 5 dlllaÿ plle fé Cl je dents Sas pe «call plles que (Es pe be jé Çé «Ÿ Ÿ 
die Je SY Qu (Qu lil ls cols sil CS GB Lsgas lac él all GE sil 
détailsdh s Jualàills Csài gl cali LS (Jaxiui Li) JE Cas cou 4 gs es 5 ji élil example lgielu 


is Ch ollel Jus si jaëil 


.pratiquedl niveaudi de élsi 


Slogle Lis Le 3 éligl Al ii OI 619 AGE 6358 ge Les «la CE à sl Os .%6100 

ais hod se Lie Qi à pif O5 3 ALI ges Bal ie € jte ALI çela Os 89 ga ga La Jus 
Ai Ai Jl'és beliefs Ga Yl 5 sil ouistatus cle LS social mediadke is Jin se US 
ua 619 Ali ge Cons Cf gl sin A (ol ge sûil © sllues copié La janla cn js lie ae g lue .19 
le ÿ 5 Sal (oies 19 AGUAII (552 Cadlls IV (sal Bilal Gs5 sil 1 5l sis Cou (oies (oil 5 Lai ge 
Le (ir «Oh dgn ge QU Call Dal ns (il gli Lalla pe Qoli «us Ni le cali Lei dire js 


dazll gli ie À cdus jus Qu lis sil U jëi élnsë 


Ju gi Sas ir AUS ui glass Clés As pures Cul Auné Ga usé (8 Cnil Y100 
ualaël çs35a s3l «cu 3e sall Gal&ËVles Dan) Ge au) aanil Cu «a 358 50 Ge aan Ces 
«ill 50 la ps As pudll ie DS DES I dll 7 puall sil Ju gs ph lan Die 19 AS Csaiie 


Gal pps lan, SA lg Liege Les call 50e ca lle ji aus (8 lat Ut (es 


Ali JS Ji à Wu 5h IL themes à si alle ile Y) Jist ile 5 Cul Cola 


ile ç$ Us, 5 Ails Ni Gilis pus 3 Gunll VS! ses sentimentalisme 3 nostalgie s 2talls 


cuis à Le xs discontent with the status quo GLS (à «Cpill gs 3 salle JS ji is (ôla 
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Isiiy Lei Jan lié Le ok il lou L elsenlon L'ess8 lola pe Gil Qûllé Asie Alall il 


fcatecory &h élilèl il il usé sarcastiques | 5 $S Cas réactiondl 38 L «1 9 58te 


sas 


Jar lu 5 êne (63 clans Leïlà 5 jSall siaial lisa (oauls Lil 


€ 5 da 


os sil Alle Cou lol 8 ls) 8 éla GS OUAl gl Gisie Css sil él sl 58 19 AT ul (oies 

eg ji by Ds «0 dla 45 ques Si AE Al Cut Cd la DS Gate (iidll Gil 
Je Sigbs ils dla, FL 5 dla, Ca Cu ls (AL Clib dla allall JS oil (3 Le (es OU 
pl De dl Sas «ls sales ls) Ses ls jus JE ço Li e he dt (ox Le bi dé Gb 0 91 
de 355 Qubaull BA lus ei bas vus 58 dusi in ai Ÿ il Né Clé ali dilis itas jaull Ce s 
Oil! lugl Jus 55 Jai Lui 39 Lai ls qui is ai Dali lue he Ÿ dll SI cul au as AL cul 
1385 lou oui Gé ie hs Gi Jonall Uylaa (et call puis Que (is Les cut is 
lun joli pe CES sil leads Le Gin A le jus anis JS Cunsse lol Pguls Le Gli Gà sl 
Bb as Je ne en gros Li je Sa and OÙ (ie ol x Ul détailsdh > 5û ae «ç 522 sal 
die gi Lin, as séla Le si Si ES ve le (allii Gus «OBsil sls DES (es Al Jui 


Li, A hs lan il «all Sas Le Ou lei élitis AG; jronie Aya Les but Gatill féligl 
140 


«19 AU À 8 ge Jaxil (a pue ae JT OS OS less alles Lis Ca Qu ill (à Lane le 1 
Qlaaï cas 1 Sani ai Gus SË la Gai ou Aaitll il, Je si 4 5Y (Ib Oil Ge Sail sil Lil 


ds ça ji élu Cule (au Ci A SAT pla dla Ain jure 


AGEN ga NA 5h glle chu ga sai fl gi cutu} jatall gif ds ae cl 


A Obuil Ge Obuil Gén où JS ins Lil Gaec (à di juaiell LS all aa jus «st Oil 


6 Ale (an dé Gi 5 38 ua 


FA JL à Qon 9ù 


all Gb © 6 Oil RH ae Le Elie ol 


dl J 38 ie GENE eV 55 Île die 36 Cu Johe cuil can À JSie he SA 

one ps sel cab elle (3x (fe (st sil Gloelsèu Jal (à gmie fe CAS das cité élit eut pas dll, cé 
OS Qi si GS Cd Il Gad Ou pi ae Le Lyslse 52 5 éleié CB ÿù (5 je 0 gl ghas 3 cl pañadlt, 
vis J 5 jé le dl ji Ce s0uee Cliss du IL Cume (und oxie CS ccinlls âme (Jalaïl Cas cé je Lil 
cuis JSYb leibil 31 (Se ecJans ae pù ci je 3 sl JS que ile Leg ol Lil créé ÿ5 eu ja Le 3 
Lili (jai 5 juudll cas él g Qui ha Es alé (ele Qui Las 6 (ins. Leiaile 
Qù slire Va «Oise lola ae Ai Vt J'oall Ou Aie Vl Jsalle Qll Baie ae Joke sil Ju 
Si us puralles D, 6 Gi ab sg Qi Ut ecule GI Vs Gest jai Le Cishe l'slers se us cie 
es Gp ae il Jsall le CUS ad à sil ne all ss Le cela Un Css Cas; Css lili 
Lis Lil Fidel Castro ; Che Guevara Gn &s pull Jlss à Le «Che Guevaras x ob 
Qi pull AY 3 LE ul Ou elSilll le Fidel ab ste 8 sil Oee GG sil Fidel laxib se 
ga sil dll  ) sélis Qi (SU sul 1S3YT Lai Li jil Guevara 4e «taëtill Ge culte 
JL pol mn (ia à ae agall (la age Vie 516 6 gi Julie lac dy Gus élèelun ÿ Au dla (Is délas à 
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LL un AU pal ire SE OH (Ci anëy las (à Gand 516 cilis die Gill s ao (ee gd Ai 
€ À) A pot AL pue an (sa éalls (où Lelalles Colul le 8 jaè 5 À sa deu, 5 ju À 3 Lal 
ds lan si Gi Jaiul (a AL pet ns Le Ab pret allall 34 JS pal si vu eus LE pral 
ln lon, Gus Jiédl lost Ou SY lil Jus Gaub Qi ut Âlos Gsm Chats 
es 4e ÂLL, Li Le Css Cl lus ile 5 je Ji Cl jus dla Jobe s LS Ghablla Actu 
La çou Dalle 1 QD Lis Jai Lin cé cps Lille alle ç5 ga Aleni yat QU Jsall 
ais Cul (ouluull gs ji sil sées Gi ie lei 25Y Gas ul il AKalla Lil sil Cle 


ee D Las ju GE à le (he Ati JSihe à Le (us cest Ailall (as Au 


.Le culte de la personalité 


Da lei Alle (ia cal Cnil Cie Lie QL IS Lac ji AS Gil (52 8 Ge Tout à fait 

6 LS is en fait ve Giles Laon La psbl RL Vlan ae «ill Le çgl cie Le ca) 
dell Gleis Qi glall DS JG Ga léisiie Gas Aétll Gall JG oie sil Ga 
Ab gro (Sas dde aie Li Y Pie juil con Anti AL Ce las QE sl gli 5 Ci es ee leïs Yl 
Qi Wii garel (à CLS ou cul Gill Léubul Gil Agua AGRAI Là gdie à Caps ne (lan s 
AL 3, Ji Âue AL 4 due Al à aol elais Y ill AR Lie (8 xs « JSI sociales 
Aire À all Géies Al sall li 6Àl sal (5 sine Le JR délai pat ae LS hu sll ADI; ES 8,66 
A Le pelaist je 3 3 gba (ya QE Le all Le Casa La coin Hi pfe les ta jee Laliil (le 
Liga Jûte eV (5 je Qle Ge die lies y cles All Auuite GUY qu Cle di A 


25 (le 5 


falall is pulls 


Aa de US Lei (Eat 
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us OS .dall ébf) più Qt ae obus (jai dll diies Qu «Jai pË 3 Jal (à 1 Jlgu Sf (à US 


she Qui Cul Gil Ju ae CS 5 cell 3 Cye Conêe all sl re interview la 5Ÿ lou à 5 co 


Ale ji is jus Cr 


LU Jill Ge Clés it il las (à Le lu las (à Le Abe ds çoas 8 Sail con Ci 

de Sa pe Oil cs sine g Sas ae Le, jhall Ge Gb g il sil God (im lb las Le, js ss 
bal from zero ei GS sil God las à Le a sal tué, Le Jo je Cal QIL Can gall JS çs jiua 
Ab mixdla HS Usa Ce Lai (58 Ce Dati gous Ailes LËY Ce jets juan aèles Oui Yl Ge Ci 
De iii goss lan Geifil (es An is cut ARE RL on dus Ci ally Gulll le dès 
Juill Qui nâlée 4 mesures sil spllells de1 58 Lell à all 48 pudll Qi Qi À puall À pull g gx 5 
lé QUt 1555 Aulas Ji Le Je, SI Ge Ga pe Agé Sa ae Le gong jé laut AG ju Sais la 
lan Alë (il Mozart s alé A SG Beethoven: ohë ol is «olé QU 1556 Gé CS 
cb lg Le ans Lei ail OS Le (58 o jé De je cell calgall Abus jus Gus vu (nl 
O8 we note us El Qire Vie mixdi «ll es y Gel ou Hall jueï lgiolu Gsa 
abs sus GR ait Gus (files Afiadlu (CE JS 5 De GRR lime gs) a Ÿ «038 Ge note 
8 game p gel Cul siliee fleïline à, jaêu Le AUS di gllau Le cdiliss (A aux Le dule (5 ju da su 
da V3 Che Guevara exemple bel g Vis sil Audi gi Los (Goan Qi JU «oi 
Sü gl ins Gi Jet GE yes (ils Ji 5 Li dis MI Ge GSsi pe Nil su lie GK (es june 
Lila 33 Qieu Le las À da ellé, Lal is Ji Quote Gal éçgilas ji col lan las day Le La (lle 
which Oul ii 358 54 5 C5 pra (if AUË gif Abu Le Liu sa gœu sil (eu la Ÿ ci jarall (ja 
çà Laiu age bé (ou 5 48 dant GS Lalla ; « JY LS GS sil OÙ JS Gay 4 5Y éla is good 
basically os SY dif Le Jis Line ge (Sas ac Le slfius Can La is all lgaële cl slêts çol Ga 
OS gliudll 33,585 Lamillec (He, dal sil à 5Ÿ élan oie Cluil JS des en sài Le J (cn ge 


Se 5 ll Ce 8 ras (5 sù 
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SEY le focus ele 2DY die, (oies ul Cia sie & y pie Ailall Sibe, Ai (où Ÿ 

des (di met Qi AS 28 ce AS Ge ne ei Vu est ae ce (ll Lis 
sil Un Gine ju Le Li AS «ile Use y é décadence (Si Axaul Jul g ge 50 (Sal 
«gshall (ie (lle (iill cs siuall lasie Gi gauës Ce gl (à 55 GENS cou (air Leiés Gipnll Gi js êsle 


chi «6 ai Us. decadences si Lists LV JS Dalé (ins elle (5 Sal 
déte #laets gf jet DÙ Le dll 


dat all LS 33 Jai qui echel Aauë dd ji Lats ile 


æ A Call la Lie 3 (où Lilae La ll Ga SE y çù LU als dsile Gal x Ul Gla sl 
Pt Obs ASS CS ae VI die soon DES UG Gs pee DES OS (à ls plu ill diff 
Call Guëis OÙ st (élan LS s Coll s 


45; Je Thank you dsl 
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G.3. Interview with Georges Khabbaz 


LSs es he dla pus D PET LES 2 3 dj 


el Les os 055 les os L All et SN Lie jte, Ul Ga EN Gi Us 

Le jus OUiYl Qi g sig Gall las DSVU LE 48 uen plY lan, pl) Gi Dj5 Liu 
Qi 5 gl 4 SY pedill Quai, till ha (ue pans JS DAS Ce (Ga 55 GS 5 Àe jun shsèsu 5 
lala ai elÿla JA Da sil Quas 5 Qt Lies Li GI al y} jus 5 lag Au ) 3 oies (à EN 


.Simessage DS (ia si Si LS Ces lil ii Je gi Alall 51 O5 9 ES Gi 


(ès ga La la Uls comédie musicale dei U SY (ilèl (à cars JS (es pus (ôla 

ÂGah Last 3) Quant Last jf cf pall Baril Las gta cJaall £arès Gt pianiste U ul 

lsbx station éa Où AJ CSS GSs GS (it Sal Ge Css jh «till m5 il plus 

ll Ant I ADN da, Hi Sul come Sal 32 lsisin lonn ju pong HS ls Cal l'sxaus 
oi gall Gas Li gl né Qilié del Qui 


Fall (3 8 Jeu dif 


La © pes Le (elanll mualle Gla él (ss Ce (8 8 darts (ol (53 jéll malle Quest sil (5 

Aé los Ce ga ps cui (à dé 15 Ce le ail Cali (à fe je Aie 1,5 Ce l'sngaiul ssl, calé (à 

Se Dhs 58 de Dilb culot GHE5 ) QiYl aall lille Altille Qui Gé dé 5 da sâfe oui Gé 

«CHE Dai D 6 ae PE À saute Abu ge Cul II CS JA Lesl aa Gén sall lé Gsné Ait 52 

De si Li Ji A Auallel Leïls Gusiei die (Sas las (ani CES Gé le he vu (Sa Ua 
Ÿ oalis 91 5886 ou vai (à (ile gl audi , Ji Sax (ol Là pes Le cle Las 


FOI che 3 LAS 6 dl 


jai Ge Caves s las dl hs cout di Glen aude dde sel dl OU oil élféi Gil ol 

is del Das Ua go «gi ie s css Âœuls Gi Glen paill Là x horizon sie (six 
Oh cabise Li ANS a 5 jh Le Co (oies jm ja çoalss dans pas GENE (oies cd ais 
sh Cl né; goba uk gai je; slue AL 18 (im né; DS Âslue 
dla (Ssbau parfum dis sl JS Gi De giga be 54 dal; à Gin échantillon 
siles «sil Si CU Sie Gus À all Gill Ge #3 5e Oil 6 JG (ssl jé ÿ échantillon 
LA Le JS sols Out aus 60) ss Lil as 5 als à joniat (gas IA Lime gû se 65 ph sindæe dll 3s 
Diiie Jlanll :0 ju slu  SY Ou quall Gelée Le Oil das Ge QESal où Ml des ire Ce 
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Des ee 5ù Jill Gaus fél ji g ill les Ge catill des Ge Aaulll Jles De GS pe Ul pllall iii 
355 sel Jlepll ln JG fod je (ie Cas das Vide Que cut pi oil les Apulus Jia 
es Lalés 43 jus i (Gé 6 JLané Lou allall Cab JG Jlez Agui Qlel 58 Lan 5 jé 5 Aaë iles 


egll Qus aiôas pics ji QIL A AL 3e né à «os IL Call Ge Cu cl 
AU ; Gb 9 ASS Autill 


Al Lai cts 


sa. HEIN, & 
éligs Y 5 


JS keywordsdl dis cal gs silae Qi ll s 8 ju Léa le 3 (éllall (ellalls Cuié 
JS! Lens Gill Qiallé LI ai (JL catégorie G3$3 Jsire gi Clé 3 8aa s 


Sarcastique 


iiL Jill je sarcastique 
Au ll SéYle 8 Ju (SA all ll 
f sentimentaleJ} ië Yle 8 j$ue Guy sentimentale x 


Bas Qt Clauliall, anis Qi Aube il Auall (le 5 j$ue (a cufall RS Gifs «Yu 

Aué J'y où (5 pre ira à jus video clip J555 il s iè Jaxis Âuiè Jan las Âe shoie À y 
Da ll y Ce (oies claul lé jf (8 AR ç Aie (ans Ab sé (Jam se JS im se sil clé il s 
alell (53 aul gi Glue Li sil él GAS gallué duel aus Ce fé je Oh sil is De s$an ces 
li Cuis Si éhièlla Cuall déln Clinaé Foi je ces Ce Al Ce San (IL (5358 edlaall Giéle cie 
xl ds dynalle Cu se buis Cie Le ue Âe gage Ce (Sa Leïé s (5la 5 Leïé 5 COla Leaut À pus 
DÉS is lé, sl OS AL ais (Glibe (5 98 5 lei s (6 Sue Con Ado (à jhaé (61 La su js 
DR we All all Less Ga sil Cie CB li pe (oies dj Leils a ellu culé, Slt is ji Ait, 
aie CAE f (oies — Anal inf y5 is cllall laut gi lue oùs GilsU sil 8 all ,5 all Cuilé 
LA pole Us has à qe Le çélall (Qilell (Hal all aus Ado Qu Elie La ÿŸ AS pond 


PA Où ed GA 3 83 p3 (5 pans ui GEY Le can Qi Ët A5 élaie aa Jixi Le ils Las 
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Si los Des ils si JL SJ ae Gil più Üline ils Ca sil Gé fils (mi Css 
à (SD 63 23 (580 (633 (olall Gltall Gall Ji SA AIS, Cyne 1 all lus 3 «ils 1 «gl 8 
Fa AU LÉ 35 age ou rime & à cantants AA HAS à 


LASÛLS us As çe dd 


.2007 


.2010dk 5 jé LU él le dl 9 


2011-2010 «= 


Si pra fé je sus visa sie DU pds oui Qituñ «ll dla cuût Lille call Li 

DES 5358 «0fall Laël AN is quil, Gb éidie Abu jaull Cul 5 (à ul 6 jui Giluut 5 allsl 
Gill dll de bg he ls OU rs Gil due dla (ia 15 élu Gil Ge 80 «ES 
cu al) ins Ci lan cet Ÿ Auniall (bail | 33 CAA SG Las (AN die inn (Gti lan céll (lui 3 
Casns JS! Cu SE Ja sie (AL élue $ , élus ans gsm ln esta dati sue (IL délice 
Dübni M sélés QU s «lui ail gli Cpe cs el cotall Luca (ia jélui Li lan (ie Ciluul DU si 
De E shui he (je D ji dal gli çoal c@ sl col ce Dé ia fé jt «ç5 8 31 48 le alla Qi, CIS 
D Qi sus Qu Mn Gien su cou Los sù SŸ db je élu nes ç558 D jiu sais 
Ci Jul nl sil Gas ae CuiS las open ÿY Ojins 8 ul, fon 50 p35 Clés adaèy 3 Ca Jike 
Leluul os lb Jul Glul Ge (Sas ae Cu Cul audi 8 Luë JS Ge 1 — Li he il jui Gr — 


AS 3 À sème 3 Lol AG Cje AU (8 pay ae gi Anal Yl 


Gbill Ge ) 5h Jia (5 Lime all s 20140) Gull Ga lea date à JS! cube (la dj 
it pbuiul 6 ste Lin à daxi Lui Lal sarcastiqueu] À jGuxll 8 s8ll ÿ Ab dll pelirall 3 «>2lal 


Ua las Gibicyclette ll ci 5 ali se (us 


‘bicyclette Asie 


bicyclettede (4e ae 


Gphe CS tal qe ing 66e mjall JS ge Cia Ge gl Gil Je 28 gli 
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OL Se US sil dal sie se GS Qui die (à GS JV AS elfés Si Lib Les 

BY 4e gn à 53 OS Vie Un Jal (éà Le sil (Al y pluul 3 Quai cale Ris Quai OISE Le 5 Gus OS Sas 
aa en i Un US 5 lus 405$ JE LAS Lage je Ain HS 3 6 jes (8 pe Cu ll Ce 8 Jiè OH 
cul où argument çà sales pe D ailS QIL «Ÿ anlille alai ae US sil he as ji Li Le (ea 5 Âls all 
ee dia ae Les alles Ouile Css La Cu Lei (6 pa en Dafies 8 Jilll çoues LE je Ci sil 
SyS «ji JS ALI GS 6 sql is «nl JS One dll quille ; qui (Gi juan 
55 cafe 54 JS Li lt in se 4, JG St Le Crdleiall Gui Loos YI 
OS Jé fa ji as (à tanalls y JG a la caf (oi dan JG cèu Jé unbll Ce g 55 à nes 
duel jun s ei ji Wh édlse 50 (éi Au JS Gla codlse 5 ANT st Gunigall 5158 âans JS 
Ga JoYt lg y LolS cé Us HŸ DSi adlaul à je nf Qatill JLel ei je #9 « pél cali 
ai il le ouels lobes Si 7 sb je ç jiSI put à je dla line Ji jun an ji 


bi Ge Gel 


al Asuë Ji 1 in JAY lsap pu QI ie AS (a Gels Ciiull Ce, AY Olgull ei 3 
Sail gi ecal à 19 Sal çà di 3 


Je Dis Gin Da AY 3 Gala qu ii (ire gdiaes (558 Ba 3 Ale dal à (ai > Lil 
Qolll capaill ie conëie 31 AG gl 51 Aa (ie. Cas Sel st 6 slie céllie Cjbuil loue gif Agé (és 5 A lt (is 
je Le lil ao ja sel en ps Al (ls Ut ut ARE AR (om at Lee (fe (ins LeuY 
À Gb 6 SV JS çà (AL ianne ja sal oi cé je Le Il ses Sal (ox Ul ais ya sl an) 
one De aisé pen Les (é sis I Ji çs on «OS Le 5 ClaiŸl 58 (IL éco all Lei six Amal 
sa OS sb Vu gonudll Ge (oi 18 jeu Le Lis «esmuall Call Ce vie Lib De GS ae SOS (Sss ae 
ere Qi lat QI DAY Jui Alual Jles sie «OUI pe sas ce sas Un II lan SIS8 (ose dd sh 
Si ) hall ao (phase cal 
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G.4. Interview with Ghassan Rahbani 


el Ci il 65 9 Ju sl 


c'est gi cal all à pes Le Hill LG clé il Féall Hé is ul Féba (oies Glbal 


plus fort que moi 


LD ha sil (oi sall Oil (ol 


ue 6 pe (558 so null eclis june Qi, Lis e pal Gi (Al Le 6 juil Cie, Lil 

erë lé en Le GI la és Ji Au ne ie JS Ds5ge Lei Gil V pe pui 3iS laut Âis puall 
Gill els UV ea euauia Mie dis jus La TVdle à sù TVde oise Cul 5Ÿ call is 
dis ju JV Qle Las" Ali is pue Jde us Lan en 96 ça ils tué À ls ï JS 5 Qalis 
dé Qu Dhs CLYl Ge pe de la Die Ja OS en 2010 bleu (a sCilS y males Lil "3 58 Ca 
Le L Os Us ga Le (ie (ils co ghue le ei UGS 54 cé Cs6 54 paill QUSIS a des lan 
j'écris le Si& U Lies je Li lus ie échelle xè .2000 Ji is él s 7 jai sil 6 slam Lis 


English 3! French (es il texte et la musique 
. 8 J$ Le 


Lex mastering ; arrangement et enregistrement C2 texte et musique x (5) 
DÉ 5 bétondi s aasll Luis Jeans ingénieur civil 5 58 de» décorateur ue as1 ll Jie (ia 
où Dsl Fu Qu Léa Gus Gas U él Âlall si élus si LU yS s décoration dax s 
eolilquse Lu prdlls Lis aleïl Le Ji Lil us cdi Le Di (alé ca gi ae 6 né 39 Lil Conlls 2S1 ou cn 
&%s English dé 45 Gil sl SK avant que j’ai 4 ans, j’ai eu 4 ans &È JS audio 
ox ls architecte GS Cus Ji Cuys Ga gènes Gas cualé sale au las tds Jde 5 
le Cl Cum cassettes Llaus silulle Criu 9 (5 pee OS GS ls es jé Le (au salle Cuez 
JS Ga 6 plu il Qi JS 5 go siulls aus one SAT Liu 15 Ge OS 33 tours IŸ album Ü3! 
Où gaiil Le (all Cane dla 3 5 NL Gé Codes s Graal Gus ue 8 Glinstrumentd} 
Bye js Cul ,slacl Quias slact 2 5Y Ua sills JSYI ie lun sil (5 Sas cdul ç5 SE Le 5 puma s Cnil 
Ale pis cali cast s 165 Cali Deil Lisa slexs ae (5 SEb ae (Si Le 4 JA innocente (35 
æ AU J6 © je à 18 ans, 19 ans du prdll Culs 18 çs pee ue Lal lin 5 Gi Le allalle 
By .by purpose uilu Gi ue Uilu La (la «jé da JS Le anis Qi ali Qui (à slam 
«bodyguards 5 By purpose «oalille ils co si si By purpose «ill ss SŸ purpose 
.& Si las par instinct diäs jé 35 558 dsl s du sl le GS By purpose 
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LG Jante ile VI ps 


spontanément us «if gl! ge jun (3 pli cull jui (sua 
sir Cas 


«reaction çà Le x it’s a big wheel turning «C’est une grande roue qui tourne 

Ce vitamin Cël Lel ie réactioncä<s c’est une action lente sit’s a continuous action 

 élsle One lle Leg Ja JS ep les ail « all GE cmaïipallgs Us 6g sine 

OÙ Dal, 8 pis lili JS Ignaial 51 8) Cis <5,N 8,5 Le 2005)! 5 in ones 

œil dés bagage ali (oë ant Giu .jsl Giles L « dll Gb Gaie Ge backgroundut 

sil te Oil DEN Le pull Css el ist ill ai bagageW] lus 358 se 5 inconscientJt 
ll | sans Lac SI les 5 Si Ci le Bal o qu, Quai ani dns ÿ © ji opportunity sl 


Lori ile Y! JS ge Ale ji pe GS 5 ge Qi 


Gil 6 jhe bus hat ji aus ligue s Laué (3 JE Cnil leïlae Lal Jaall (à jh (éins cs 

Al le 3 «um lsguis Usall JS (ie cosmopolite US 25Y jall Gb Jos Li coue 
ds autostrade Gà jt val Cà pes La Cuilu Auiall Glace Lal IS Ge Jaall GS 5 ANG Cu ie LS 
qllæs L Uilao Lel 1,555 .0ù pes Le His craalu SAIS, JG las Sonéle (es jdll js all 
est AUS pue Ÿ 8 Jaull Ciéli Lades Ca , paul Aëses LU JR Giconvoidl Laits pue jilla (éés ps 5 sl 
is Gb 1,55 à allall 1526 QU la jeepdle 5000)! lus «GS g2es élu Lie Linau SH 
Lu sf us Qi el us tai ss. Sd it ts die 
ke (ua Ye S je Le Ut Gi als sl jus Lil (à ec ns Lil (a SOS cé je «AS ll 


OÙ Ge las 5 à ji bagages abus (585 Calill 


de lis GG lei GS leu Le ABS (oi NA Cas 


par El en plus Gl s 09 )94 CË jf Css LE 5 358 ge Juan né alla Says LU ÇSss Al 


38 Le 4 C6 jus Le ous À Jacl sie Cul; Le (ic si Le instinct 


FU sEt gt LAS 6 il cu 55 ls 1 Cp GI EU ages Cons (bull sie UM on (GA 


Lil (QU cuil Gui él 


thesisdb discussiondbh Glariul (4 Codes Gus CS db transcription del g ) 
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Lui Le Ou cé ge Dei Qu lens dal gl AB se All 5 ll) ll is Gil sil dj 585 Lis Cas 
Passe ,05 98 Âaïls (Jia (oies SON Qu çoaua Vaud ins CR Lynn Caë 95 
At Gi! 7» Ÿ 


olsëu pi cs 98 Aa 


Le Ms clexe 15 jeu Où GI 5 ls Cai ie Oil ,ç5 gun Le Amdlall dla Lens (Si Le Ous 

sl has Où OI. ils «1 ji leie 5 leu Ces jh y Bols (on 3 Aie je cn Jun Lyme | 5 jeu 

&è utopique küulé métaphysique çs #ù À ples Au las Il Gtul la Cal (aa Us ae Le 
Les Qi Leu las Qalill JS 5 ls es oil 


5 Slt OS O! dillal dla nature à & jh GS euaill Ge Sages (63563 Lal cuil Len çe 8 cl 

SI ALI , he all Juin sui 7 jh SO has NE Le «5 où Lalll sa cutill Ge çoaes canells 
Ses oi lai Qu Qui La Ci Ga sé Lou Lai alill Gipisteg dis se Le pol sil 
(SA CS OÙ 158 pes Le I Calill 5 jaèu Le (ll la Cia fe dll JS (ii (ii (ai Us relief 
où Lil Sell Jai is Oil GS 1, ès Londong ls élu Qi s o és mille 7 5 35 AN Cu Ÿl 


.on est doué pour ça salill di ji ua se Cie , Juë Las Qulill call fe af) lun Ut € Juë 


pal Ja 6" Qu Leisié Cl Qu dl S Qe Qu Ban J'y 20 lb CAIN Ja 26 Ga 


"95 sans 


ele (es (éle (sl 
ÈS pe las CS pis A All (5 
Lelgsüil las Le ete QGle à ile Li çsla 


Un all effectsJ 1 Sal directly related Gi us social activism jiS Là Gla 
«ë thème] Quus CjiauË Ces s Aie JS Ge mots-clés} sl Si (558 Tistuls Aile (AL (dll 


thème à « au p y où à le sil feeling helpless «5 54 Ab thème (4 «lall is Die thème 


Ci) "1 55 jan all (Le JS" êas 3 Jsb ; Uy I Xë themes lS (4 «being sarcastic «5 5à 


féligs 2000 
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2006 ue pas Less «ù 55 Olasl cola 6h si Clan ile Le des ciil 


GA Lg , ui 5 ga Jia GLS Qu gall (le js DS sl SE ae Cu Line congé cd 


{Jilailla de 


c’est trop beau ie "Ou anus Of jell gas 3 ii es til CM Ci 'sâe Y cal 

Call ; Call Cuxll DIS ei juastl (es clan Le SY dla (585 Le ŸI lié Le Qu eülub pour être vrai 
058 LU Le Ut 5 is ou ul Ut ue frustration Gé € Se Leu 8 JEU Qatill JS ccpualts 
x back draft «Caunes (élaus U aet Qué Le Sal Les Je y ji Ül une catastrophe (ë 
ui  las Ci ges Le 3 L sub AG sil Gus 5 (GB 5 35 Leuc sus All (Sas Liu de effet retard «x: 
het Lily Des dei GÈE «CS AE AD CueË des cu Gens Le Su Le (os Dsl ES Gale 
Ut ai Le Li cui nes das 8 JS Cine Cle OK Lis jiiu eu Aleälles (ie Cunt Gi né Qu Ul 
ei Colles eu Ue 5 al instinctif jus Qu does Le (Ué à ges Le 6OiS pas Le 6038 iles 
Dlxal dé ile Qis, (1, jen Si eue sul DS Joël 6 CÉs cou él (oi Le Lil sis, 
SY DS lus où «Jé Isle Qille Ule j ai Ji Ole de eu hi 8 8te Ces vu Englishot 
gl Qi jé Le AE ie of c4û pes élan al sil ca ÉD LS il it was obvious xs 
co la On cé je «0m sull Oil Ge 138 Cut (à jun cl «all (ob jé ei Lal sil «ns je 
g> Vie «ue gp) Vie vu d& Gels ÿY 8503 Ailla dec (Qu dla Cle 6j Uile j «clans 


Sail 


feelingd\ de os tub Qi Lelii gl lé Gé pe limi SiY Dali g) vie 

où «alle (5 où lui, ue L yflle (5 où élul, jé Joe ill ll &ï drivedl trenddte 
let Les Ces pis dé Ciuu Lé NI AS alé Guile Le Gels ,corruptionde (55% malle 
bons 5S 3 lelesis ls cé 58 luiŸl desin Le 13 MAS 5 cs Ju cc jai Lei Ulis G5Sn salles 
HS 5 quite dune ins cbtiudlle gl) gi dasis Le Ue js Lyune IN SN Lyunes 58 Jus 
JS Ole 35 ai juni lié Le Vis jui jade Lyielu Cyali pes Dai QSaie die Liul, jéue ca ji 


asile 5 cé ll 
it 


sn Jet DSi (ll «aé Da IL ani Ci lun SŸ Que Oil Que sois 
os bill JS 68 sell 61 il, 13 jeu Oills ge Cu JL Die OAINT (oies es je 5 sllse (Sis JELE ; 
JE Le Ce ve (il (éallell Blsall JO 0 SL 15 pis ae Le Al Cul Gixs Ullse sGine Cu li 
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ol le, JU ii Gus Oil Jai Ua Oil qui Las De sil ji Gb allall Lihsall :5ab dl; 
eS és (535 sil CSS Cour CSS DES (SI «CS dla CSal co © pes Le et 35Y SRE ao Le 4 
3 we 3ème groupe ll; lil (il pe All (535 sil CSS Gla «sim sil CSS ex sil Cu Vie 
ié (IL charactèredla liés se Le 7 je (53 Ya OS SN (sis Cas li ae OS 5 juan 
il 8 je IS 5 je IS 750 Ce pal 7 JL Line Le ES DS all G3S5 Lal Lis ae 7 le 
58 Ca Las ji sil Quai Alëll (ea Lal la Ab | slans 3 155 si Ca gui CUS Cul Laudll le | Ai 
ARE ua Cle Cailie CH le an 6201 Gi lle p 5359) sil gun Lel 6 5 Ÿ NS CIS «58 Ces 
Jshe Lise ul, Cul iés Lou Vs ges ut) las ge cul, ll Ji juil Y De LL GE 
Lui jée 3 Calill JSe s As seulle ; Gus ls IS ele dlsunie clge s linge délaunie «ol (ol Leléie 
gl lguss OS Oh jte (5 5 «CSxe si sil CAS Clé die à lie GK 3 «OK Cle dau 
er OS Juil Bbsall ge Colin allie Lille ge Cain Css 5Y 0 Gi daxi lsxï (5332 (ax 
dla AK (la lines (isgie an jie y Ce G5 5 Lai Os cé Ji ils, Les antidote çè he 
a Calle 5 Diols «Ja de Css sil Gla Cuiite till JS di 3 casse Vis (à siŸ Ju pes 
51 OS lus Viels sil aie la Qu IS, Gis Lells Gs Lell Viels ai Ÿ «136 jéuall 1 pal GS 

Bus ou SY Cuédie Juell à 35 


4 “+ je ia, 


es ii JS Ole Ju us js OU, dl jiie sue (sl el y Ge (aile 502$ cou 


où çi nes (bull 5 ji 


die Cul 60 SY geail Le Gi (ist loue 5 Gus 6 pall (lie y JiSI ul st us Gil Jus gl (05 sl La 
fall pets Si 

ÿ 

GS Le sedu Cl Cas 158 per cube Aus OS Ou dla sus lsads petsdl 
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plis Cu gés (oies ouai lus (SL s Lil cééllins (fe ès Cul JS LE uall loge 5 (ù Cat au 
Is alle ci yii p giae ca QI (ai AG Re (à Le WEille pli peus mes jé ji 3Y sil die Li cl 
ds by QU Go Gin ji da Ulis (St Guy sd o RS LS i dde GG 54 al éla oki cat 
15206 5 Jiudlls ie QI Cutill 1935 1 ibbée LE 2$ pri Un Os 5 036 Le lsloës 613 
Gr M SN où Dis Le Aie sil Cuûi CV 55 ie Lol (6358 les Cd NI Mon loisis Lots 
sal 5 JS Ge con (À (ie (ÈS (830 dal 55 (éamee als cdi Glam 6 édlul Sel à > Le 5 SE 
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1 OU Ge Lil Oil 4ags Le call ëles ll (oies «Jill Gus vie ll lis Gl Agnall 
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